








OHN BELL OF ABERDEEN 


MEMBER OF THE BRITISH ANTIQUE DEALERS’ ASSOCIATION, LTD. 













Antiques 
and 
Works of Art 





The one 
Comprehensive 
Collection 
A set of eight Antique Mahogany Chairs of 
comprising six single and two matching ss ss 
arm chairs quality Antiques 


in Scotland 





An eighteenth century Mahogany double Corer 
= Cupboard with finely shaped cornice. Height 7 feet 
10 inches, width of front 45 inches, depth at back 

at each side 23 inches. 


An important Antique Georgian Mahogany V/ine 
Cellarette with metal liner. Length 36 inches, 
depth 24 inches, height 17} inches. 








= An attractive Antique Queen Anne Walnut Tallboy 
A small Antique Inlaid Sheraton Mahogany Sideboard with shaped front. Chest on its original stand. Length cver cornice 
Length 4 feet 6 inches, depth 23 inches, height 36} inches. 38 inches, height 67 inches, depth 20; inches. 





56-58 BRIDGE STREET, ABERDEEN, also at BRAEMAR 


Telephone : 24828 Telegrams and Cables : Antiques, Aberdeen 
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BY APPOINTMENT TO 
RER MAJESTY THE QUEEN 
GOLDSMITHS & 
CROWN JEWELLERS 





A Diamond Ring 


B Diamond, rose diamond and enamel 
Ring 


c Diamond Ring 


5 


D Diamond Ring 


—E Emerald and diamond Ring 


F Rose diamond and enamel Ear-rings 
G Diamond spray Brooch 

H Diamond Ear-rings 

1 Amethyst and chrysolite Ear-rings 
K Diamond Brooch 


tL Diamond and enamel Brooch 


HESE articles are from our 
carefully selected stock of 
Antique Jewellery. There is much 
to attract the interest of the con- 
noisseur and collector in this dis- 
play, and visitors are welcome at 


all times. 


We are showing at the 


Amie date" GARRARD & CO. LTD. 


Crown Jewellers 
formerly THE GOLDSMITHS & SILVERSMITHS COMPANY LTD. 
112 REGENT STREET - LONDON - W.1 TELEPHONE: REGENT 3021 








DELIEB ANTIQUES LTD 


SPECIALISTS IN COLLECTORS’ SILVER 





Some Very Rare Vinagrettes. 


Collectors and Dealers are invited to send for our Catalogue. 
STRONG ROOM 29 + LONDON SILVER VAULTS 
CHANCERY LANE SAFE DEPOSIT « LONDON, W.C.2 ¢« CHANCERY 4947 


CHARLES WOOLLETT & SON 


59 Wigmore Street, London, W.1 


Established 1889 (Members of the British Antique Dealers’ Association Ltd.) Tel.: Welbeck 8664 


Antique Furniture, China, Miniatures, Silver, Needlework & Bric-a-Brac 
ANTIQUE DEALERS’ FAIR, STAND NO, 21 











Pair of Antique Bow Sphinx, the head of same ? : . Centre: Antique Chelsea figure of a Sportsman, 
representing Peg Wofington the celebrated actress. ‘ carrying a Gun, Gold Anchor marked. 
5 in. high on a base 5 in. wide. 9 in. high. 


















































CHRISTIE’S 


will offer at auction on Thursday, June 25th 


FINE FRENCH FURNITURE AND OBJECTS OF ART 





A fine Louis XVI marquetry secretaire 4 abattant, by N. Petit. A Louis XV marquetry kidney shaped table, by L. Boudin. 
30 in. wide. 22 in. wide. 


Illustrated Catalogues (11 plates) 6s. Od. post free. Plain Catalogues 6d. post free. 


CHRISTIE, MANSON & WOODS, LTD. 


8 KING STREET, ST. JAMES’S, LONDON, S.W.1 
Telephone : Trafalgar 9060 Telegrams : Christiart, Piccy, London 
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CHESSMEN of every kind, ANTIQUE, UNUSUAL, or just ordinary 
BACKGAMMON BOARDS AND MEN of most kinds 


ALEX HAMMOND 


(himself ) 


Bring me your chessmen Repairs of all kinds 


33a CHEYNE WALK, CHELSEA, S.W.3 
FLAxman 0545 



























WILDENSTEIN 


Paintings and Drawings 


Italian Primitives 
French 18th Century 
French Impressionists 


by the finest masters 


147, New Bond Street, London, W.1 
Mayfair 0602 
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AMES OAKES 


ANTIQUARIAN HOROLOGIST 











A Fine Early Long Case Clock 


in Oyster Walnut Case by 
A. FROMANTEEL, LONDON 


Circa 1675. Height 6 ft. 3 in. 


Several Long Case and Bracket 
Clocks by Eminent Makers 


Always in Stock 








6, DUKE STREET, ST. JAMES’S LONDON, S.W.1 
Telephone : Whitehall 9174 
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APPLEBY BROTHERS 
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A View of Amsterdam. Circa 1800. 44 x 79 in. 


27 WILLIAM IV STREET, TRAFALGAR SQUARE, W.C.2 


Temple Bar 2509 














JUNE EXHIBITION 





Landscape Paintings 


and Watercolours 


17th to 19th century 


THE PULITZER GALLERY 


5, KENSINGTON HIGH STREET : LONDON: W288 


Cables: PULITZART LONDON Telephone: WESTERN 2647 












































LEGER GALLERIES 


LEGER & SON) 


The Death 
FOX HUNTING 
A fine set of four watercolours by 
SAMUEL HOWITT (1765—-1822) 
Size 11} X 17 inches 


From the collection of Sir Walter Gilbey, Bt. 
REPRODUCED IN COLOUR IN THE OLD WATERCOLOUR SOCIETY’S CLUB. Vol. 33, 1958. 


13 OLD BOND STREET, LONDON, W. 


We desire to HYDE PARK 2679 Exhibited at the 
purchase paintings, : Antique Dealers’ Fair 
water-colours BRUSSELS: 13 RUE DE LA REGENCE Grosvenor House, W.1 


by old & modern 
masters ESTABLISHED 1892 


June 10—25th 
Stand No. 23 





















OPHANA GALLERY 


13 CARLOS PLACE : GROSVENOR SQUARE 
LONDON, W.1 Grosvenor 1562 





SUMMER EXHIBITION 


IMPORTANT FRENCH PAINTINGS 


of the 


19th and 2oth Centuries 


Opening 12th JUNE through SEPTEMBER 


DAILY 10—6 SATURDAYS 10—1 




















JUNE EXHIBITIONS 


from the Sth to 25th 









Michael Ayrton 
Sculpture & Drawings 


Michael Ayrton 
Sculpture & Drawings 


Victor Brauner 


Paintings 


Victor Brauner 


Paintings 


Robert Banks 


Drawings 


Robert Banks 


Drawings 
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THE LEICESTER GALLERIES 


LEICESTER SQUARE, LONDON. Whi.: 3375 
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KNOEDLER 


Established 1846 


OLD AND 
CONTEMPORARY 


MASTERS 


LONDON 
34 St James's Street, SW1 


PARIS NEW YORK 
22 Rue des Capucines 14 East 57th Street 














CECIL DAVIS ne 


Finest English and Irish Glass 
Rare Pottery and Porcelain 
Stand No. 4, Antique Dealers’ Fair and Exhibition, Grosvenor House, 10th to 25th June, 1959 
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A rare pair of Masonic Decanters and stoppers, engraved with emblems of various kinds in exceptionally full detail, Cérca 
1810 ; and a large Punch Bowl engraved with hops and barley, 84 inches high, 64 inches diameter, Circa 1790-1800. 
7‘ 
3 GROSVENOR STREET, NEW BOND STREET, LONDON, W.1 
Telephone Grosvenor 2130 (Member of the British Antique Dealers’ Association) Cables: Crystaldav London (W. Union) 
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70 SOUTH AUDLEY 
STREET, LONDON, 
Ww. 


Telephone : HYDe Park 5288 


(Member of the British Antique Dealers’ 
Association Ltd. ) 


(and at 36 HIGH STREET, OXFORD) 
Telephone : Oxford 4197 


Antique Dealers’ Fair 


Stand 31 


FINE TAPESTRIES, SAVONNERIE 
and AUBUSSON CARPETS 
NEEDLEWORK and BROCADES 





A SECTION OF OUR SHOWROOMS 
AT 36 HIGH STREET, OXFORD ENGLISH AND FRENCH 
FURNITURE 
































EXHIBITION 
o f 


FINE OLD MASTER PAINTINGS 


at the Antique Dealers’ Fair 
Grosvenor House Stand No. 17 
June 10th — 25th, 1959 





SALOMON VAN RUYSDAEL. Panel 163 x 253 in. Signed with monogram. 


ALFRED BROD LTD 


36 Sackville Street, Piccadilly, London, W1 


REGENT 7883 
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G. M. LOTINGA 





Exhibition of fine Paintings 


AROUND 1900 


57, NEW BOND STREET 


Cables 


LONDON, W.1 


Bonstree London 


Telephone : 


Mayfair 3952 


Sole Agents for flower paintings by Harold Clayton 











DRAWINGS 


ENGLISH and CONTINENTAL SCHOOLS 
XVIth—XIXth CENTURIES 











MARCO RICCI 1676-1729 
Forest Landscape, Pen and brown ink and grey wash. 
78 x 119 ins. One of a pair. 
Coll.: Skippe. 


YVONNE FFRENCH 
7 ST. GEORGE’S COURT, LONDON, S.W.7 
Tel: KNIghtsbridge 6880 


View by appointment only 





























GIOVANNI PIAZZETTA 
1682-1754 
Canvas 15% x 13% in. 


NORBERT FISCHMAN GALLERY Ltd 


OLD MASTERS 


26 OLD BOND STREET 
LONDON, W.1 


Tel: Hyde Park 5744 Cables: Norfishart, London 






































R. L. HARRINGTON LTD. 


Member of The British Antique Dealers’ Association Ltd. 


Directors: Telephones: 
Reginald L. Harrington 120 MOUNT STREET GROsvenor 1785, 1784 & 5270 
Mary T. Holder LONDON W.1 Cables: 


Mary Clarke CHRISANT, LONDON 


formerly CHRISTY’S OF KENT LTD. 








TWO FINE 18th CENTURY MIRRORS FROM OUR COLLECTION. 
Early 18th Century Gilt Gesso Mirror with bevelled plate. 
Overall Measurements: 2 ft, 3 in. wide, 3 ft. 10 in. high. 


Finely Carved Chippendale Giltwood Mirror. 
Overall Measurements: 2 ft. wide, 3 ft. 8 in, high. 


FINE ANTIQUE FURNITURE 





PORCELAINS ANTIQUE SILVER & PLATE WORKS OF ART 





Also at: 


104 MOUNT STREET, LONDON W.1 


Telephone GROsvenor 5270 
Exhibiting at the Antique Dealers’ Fair, Grosvenor House, London, W.1, STAND 45, June 10th—25th 


Xili 
























= B I G G S ei ARTHUR CHURCHILL LTD. 
aii ANTIQUE GLASS 





(OPEN ALL DAY ON SATURDAYS) 

























An Irish Water Jug of Fine Quality ; 74 in. high. 





, c. 1800. 
William and Mary silver dressing mirror, London 1689, makers’ mark B 
in script (see Jackson page 148) This fine piece is fully hallmarked 22-32 Harrow Road 
on each of its five sections. 
ANTIQUE DEALERS’ FAIR, JUNE 10th—25th. STAND 12A. London, W.2 


Hire-purchase facilities can now be arranged for our customers if required. 


26, 28, 30, 32, High Street, MAIDENHEAD, Berkshire 
Members of the British Antique Dealers’ Assn. Ltd. Tel. (3 lines ) 223, 963-4 




















W. F. GREENWOOD 


and Sons Limited 


Old English Furniture, M a A k I M 
. 


Pottery, Porcelain & Silver 


Have for sale a fine 
collection of Antique 
Jewellery, Gold Snuff 
Boxes and Mechanical 
Watches 


We are also most 
anxious to purchase any 
of the above in single 
pieces or as a Collection. 





Stand No, 50 
Antique Dealers’ Fair 





Hepplewhite Mahogany Elbow Chair _ 
of fine quality. 


3 Crown Place 37 STONEGATE — Est. 1829 33 Cranbourn St., London, W.C.2 
ey YORK BAD A. Ltd. Telephone: TEMPLE BAR 5177 


Tel : 23864 
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f Guide to } 
.) Marks of Origin on 
British and 
¢ Irish Silver Plate 
4 from 
s Mid 16Cencury 


to 
the Year 194 


and 
Old Sheffield Plate 
Makers’ Marks 


i ntl 


1743 1880 

" 
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‘ HOLMES 

4 tewwtions Led 

y 2 OLD BOND STREET 
4 LONDON. Wi 
é 
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HOLMES 


MEMBERS OF THE BRITISH ANTIQUES DEALERS’ ASSOCIATION 


ANTIQUE SILVER 


A Fine Antique Silver Kettle, Lamp and Stand 15 inches overall. 
London Hallmarked 1753. Maker: William Cripps. 


COLLECTIONS OR SINGLE PIECES 
PURCHASED 


A BOOK ON HALL-MARKS 
Paper covered 7s. 3d. post free. 
Leather covered 15s. 6d. post free 


LTD. 


HOLMES LTD., 29 OLD BOND STREET, 


(Our Only Address 


XV 





TRADE ENQUIRIES 
INVITED 


LONDON, W.1 


Telephone : HYDE PARK 1396 








RING 
GROsvenor 3585 


PHILIP & BERNARD 


DOMBEY 


SPECIALISTS IN FINE PORCELAIN 
Wish to Purchase 
VICTORIANA 


GOLD + SILVER + CHINA + GLASS 
IVORIES + JADE + ENAMELS 
MARBLES + BRONZES 
bI JOUTERIE 
ETC 
9 Shepherd Market 
LONDON 
> 


w.il 


































Unique Complete Collection 
of 


WORCESTER - DOUGHTY 
BIRD PORTRAITS IN CHINA 


and 


Permanent Exhibition of 
Dr. WALL WORCESTER | 
from the PERRINS MUSEUM 
on view at Worcester House 


30 Curzon Street, W.1 


Open from 11th June until 28th August, 1959 
10.0 a.m. to 5.0 p.m. except Sundays 
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One of a set of nine shaped dishes (of the Dr. Wall period) 
painted by O’Neale. C. 1770. 

Antique Dealers’ Fair Stand No. 53 





16 BEAUCHAMP PLACE, S.W.3 


Kensington 0281 
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Primavera’s distinction in textiles & crafts has won 
many friends at Sloane Street. We hope to welcome 
new & old friends at our new showrooms 


at 10 KINGS PARADE CAMBRIDGE 


Primavera 


149, SLOANE STREET, S.W.1 
Tel.: SLOANE 5779 
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An attractive Early Geo. III Epergne, London, 1763, by Thomas Powell. 
Height 13 ins., Width 20 ins. Weight 118 ozs. 10 dwts. 


Exhibiting at the ANTIQUE DEALERS’ FAIR, STAND 22 


QUEEN VICTORIA STREET, READING, BERKSHIRE 


Telephone 53724 Established 1790 











PONTREMOLI 


LIMITED 
ll SPRING STREET, PADDINGTON 
LONDON. W.2. Telephone: PAD 6664 


CARPETS, RUGS and FITTED CARPETS 





English Needlework Carpet. Size 10 ft. x 7 ft. 4 in., in pastel 
shades of green, pale blue, and pink, on a cream ground. 


Expert Carpet and Tapestry Restorers and Cleaners 
SPECIAL ATTENTION GIVEN TO ALL TRADE ORDERS 


We are interested in buying genuine old rugs and carpets of merit 











Bearing contemporary crest of the Porritt family of Yorkshire. 








RALPH COX 


+ Cnstle Aeld 


Jencolrs 
Telephone 22463 


4 


Rare Hall-marked silver powder flask 
by James Dixon & Sons 1837. Weight 9 ozs. 

















RANDOLPH 


MEMBER BRITISH ANTIQUE DEALERS’ ASSOCIATION 


OLD ENGLISH FURNITURE 


A cartel clock of the Chippendale period 
in carved gilt wood case, 2 ft. 4 in. high. 


Antique Dealers’ Fair : STAND No. 36 
41 HIGH STREET 
BALDOCK, HERTS 


TELEPHONE: BALDOCK 3344 








Antique Diamond Ear-rings, circa 1780. 


BENTLEY & CO. 


Antique Jewels and Jewelled Objects 
of Vertu permanently on view at 


65 NEW BOND STREET, LONDON, W.1 


Telephone : Mayfair 0651 
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Antique, -Old\ and 
Modern Oriental 
i: ee = ao or 
Carpets and Rugs 
Aubussons, Tapestries 
Savonneries and 


Needleworks 


An exceptionally fine Senneh rug from Persia. 
Size 6 ft. 10 in. x 4 ft. 4 in. 








5 HE House oF PEREZ onto 


GLASGOW 
3 Bt) . BRISTOL 
oaks 162-168 BROMPTON ROAD, LONDON, $.W3 came 
S-09A ‘ , + 112 BROMPTON ROAI . 


AMSTERDAM 
Telephones KEN 9878 and 9774 
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FIFTH ANNUAL EXHIBITION 


of the 


Barbizon School 


MAY — JUNE 


HAZLITT GALLERY 


{ RYDER STREET, ST. JAMES’S, S.W.1 


Whitehall 6821 








RECENT PAINTINGS 


BY 


JAMES 
TAYLOR 


From June I11th—July 4th 





THE LEFEVRE GALLERY 
30 BRUTON STREET 
LONDON, W.1 


Telephone: Mayfair 2250 Cables: Drawings, London 




















HENRY SPENCER 


& SONS 


Established 1840 


Eric C. Spencer, M.B.E., M.A(Cantab), F.R.1.C.S., F.A.1, 


H. Michael » we 
L. M. Seymour, W. E. Peck, F.A.1. 


of RETFORD, Nottinghamshire 


SALES BY AUCTION 


of the Contents of Mansions and Country Houses 
Sales of Landed Estates and Properties 


20, The Square, RETFORD, Notts. 


Telephone : 531-2 (two lines) 


4, Paradise Street, SHEFFIELD 


Telephone : 25206 (two lines) 


91, Bridge Street, WORKSOP, Notts. 


Telephone : 3347-8 


VALUATIONS FOR ALL PURPOSES 




















CATAN 


Specialists in Gurepean ( varpels 


AUBUSSON SAVONNERIE 
NEEDLEWORK 


Very rare Bessarabian. Black background 
with red, cream and green decoration, 4 m. x 4 m. 


129 Champs Elysées, Paris Balzac 41-71 

















Very Elegant 
Early XVIIIth Century 
MARQUETRY Cabinet. 
5 ft. in. x 19 in. x 8 ft, 3 in. 
high. 
Fine Faded Colour. 


QUINNEYS Limited 


(WALTER NEEDHAM) 


Telephone : 
Chester 22836 and 23632 


Cable Address : 
“Needine’ Chester 


Fine Pair Regency Mahogany 
Inlaid Brass COUCHES. 
6 ft. 9 in. x 2 ft. 4 in. 




















GALERIE FRICKER 


177, Bd. Haussmann 
PARIS 8e ELY 20-57 








PAUL FACCHETTI 


Tel. Littré 71.69 17, RUE DE LILLE - PARIS 























Grande Exposition Internationale 


MARIETTE LYDIS 





Petite amazone 
From 26 May till 15 July, 1959 


Carmen Jaubert manager de Mariette Lydis 


9, RUE ROUGEMONT, PARIS 9°. Pro. 65-95 














Fautrier - Michaux 
Dubuffet - Riopelle 
Mathieu - Pollock 
Bryen - Wols -_ Laubiés 
Sam Francis - Stalhy 
Sima - Kemeny 
Gilioli - Latcaster 
Variation 1915 JUNE, 1959 
1864 - 1941 “10 ans d’activité” 
Exhibition from 29th May to 30th June 
i 
GALERIE PAUL AMBROISE 
6, RUE ROYALE, PARIS. Opé. 86-42 
GALERIE 


JEANNE BUCHER 


9°" Boulevard du Montparnasse Paris 6 Ségur 64-32 


BISSIERE 
HAJDU 
VIEIRA DA SILVA 


BERTHOLLE 
REICHEL 
TOBEY 
AGUAYO - BATTA - CHELIMSKY 
FIORINI - LOUTTRE - MOSER 
NALLARD - OMCIKOUS 


























THE VIGO ART GALLERIES 


(MEMBERS OF THE BRITISH ANTIQUE DEALERS’ ASSOCIATION LTD.) 


Specialists in Antique Oriental and European Carpets 
and Rugs, Tapestries and Needlework 
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A superb antique Bessarabian carpet, 
very finely drawn profuse floral design in muted colours ; border of small bouquets on a red background. 
Size 13 ft. 0 in. x 12 ft. 10 in. 


ANTIQUE DEALERS’ FAIR, STAND No. 59 


ROFFE & RAPHAEL in succession to 


THE VIGO ART GALLERIES 
6a Vigo Street, Regent Street, London, W.1 


TELEPHONE : REGENT 4951 TELEGRAMS : VIARTLERIE. PICCY. LONDON 
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GALERIE DENISE RENE 
124 rue La Boétie - Paris & 


ELY. 93.17 


19 June—19 July 


UPHOR 


Dessins a lacune 
Collages 
Tapisseries 


Tableaux poemes 


GALERIE ROQUE 


92, BOULEVARD RASPAIL, PARIS 
LITTRE 21.76 





SEILER 





5 June—5 July 




















IMPRESSIONIST 
AND MODERN PAINTINGS 


Me. Raoul Pierre OURY, Commissaire Priseur 
30 Place de la Madeleine, PARIS 


Sale by auction in Paris 


Hotel Drouot (Salle 1), 24th June, 1959 


Following the success of his sale on the 16th March last, 
Maitre Raoul Pierre OURY, successor to Me. Bellier, assisted 
by Me. Jean CAILLAC and Mile. Paule CAILLAC, will hold 
a sale on the 24th June, in which the chief interest will centre 
on a group of paintings from the inn of Le Pouldu, kept by 
Marie Henry, by artists who stayed there during 1889-1890: 
EMILE BERNARD, GAUGUIN, MEYER de HAAN, and 
FILIGER. These include, in particular, the bust of Meyer de 
Haan by GAUGUIN, carved from a block of oak and coloured. 
The bust is reproduced in Le Mouvement Symboliste dans I’ Art 
du X1Xme Siécle by Ch. Chasse 

In addition to this group of works with a distinguished pro- 
venance, there will be drawings, watercolours, and paintings 
from other sources by BAUCHANT, BOMBOIS, BOUDIN, 
M. DENIS, FRIESZ, GLEIZES, GROMAIRE, KISLING, 
LA PATELLIERE, LEPINE, MAILLOL, MATISSE, 
MODIGLIANI, PASCIN, PICASSO, SIGNAC, SISLEY, 
etc., and including an important work by VLAMINCK, Le 


Carretour of 1920 


ON VIEW 


6 p.m 


M. Caillac, 13 Rue de Seine, 16 


Hotel Drouot, 23rd June, 2 


20 June, 2.30 


6 p.m 














MODERN PAINTINGS 


Watercolours, Pastels, Gouaches, Drawings 
by 


BAUCHANT, BOMBOIS, BOTTINI, BOUDIN, MARIA- 
BLANCHARD, BRAQUE, BRIANCHON, BUFFET, 
CLAVE, CROSS, DELACROIX, DERAIN, DIAZ, 
DUFRESNE, RAOUL DUFY, PIERRE DUMONT, 
D’ESPAGNAT, FORAIN, FRIESZ, GARBELL, GERNEZ, 
GOERG, GONDOUIN, JUAN GRIS, HAYDEN, HERBIN, 
JONGKIND, KISLING, LABISSE, LANSKOY, 
LAPICQUE, LAPRADE, LEBOURG, LEGER, LE MOAL, 
LORJOU, LUCE, LURCAT, MARCOUSSIS, PASCIN, 
PICABIA, PICASSO, QUIZET, RENOIR, SAVIN, 
SAVREUX, SEVERINI, SIGNAC, TROUILLEBERT, 
UTRILLO, VALLOTTON, VALMIER, VERDILHAN.- 
MATHIEU, VILLON, VIVIN. 


Sculptures by : BOURDELLE, MAILLOL, RODIN 


Sale by auction in Paris 
Hotel Drouot — Salles No. 10 and 11 
Friday, 19th June, 1959, at 2 p.m. 


Me Raoul Pierre OURY 
Successeur de 

Me Alph,. BELLIER 
Commissaire-Priseur 

30. Place de la Madeleine 
Paris—8éme (Opéra 95-80) 


M. Jacques DUBOURG 

Expert prés le Tribunal Civil 
de la Seine 

126. Boulevard Haussmann 


Paris—8éme (Lab. 02-46) 


ON VIEW: Thursday 18th June, 1959, from 2—6 p.m. 
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The Meeting of the Virgin and St. Elizabeth 


A RARE and important English embroidery picture, worked in metal threads 

laid horizontally and couched with silk. The colours are fresh. Inscribed 
in ink on the back ‘Edmund Harrison Imbroiderer to King Charles. Made (Theis 
Anno Doni) 1637. Size 2 ft. 2 in. by 1 ft. 10 in. Made for William Howard, 
Lord Stafford (1611-1680) and hung at Corby Castle, Carlisle. See page 129 of 
“English Needlework’, by A. F. Kendrick and 50 Masterpieces of Textiles, 
V. & A., plate 29 for comparison picture. From the Dyson Perrins Collection 
in mint condition, one of a pair. 


Antique Dealers’ Fair 
Stand 90 


XXV 


ARDITTI & MAYORCAS 


MEMBERS OF THE BRITISH ANTIQUE DEALERS’ ASSOCIATION, LTD. 


38 Jermyn Street, St. James’s, London, S.W.1 Mayfair 4195 


Name and date on reverse. 



















4 Italian Painters from 


ACCARDI 
CONTE 
DORAZIO 
SANFILIPPO 
TURCATO 


June Ist- 20th 


Phone : Paddington 6327 11 am. — 6 p.m. daily 


NEW VISION CENTRE GALLERY 





‘OF THE SUN’ BY MICHELANGELO CONTE 


4 SEYMOUR PLACE, MARBLE ARCH, LONDON, W.1 


















Works by 

J. ADLER D. HILL 

ALVA R. HILTON 

K. BARKER A. MACKENZIE 

T. BELL A. MINTCHINE 

L. G. BIGELOW D. SWAN 

E. FRINK M. ADAM TESSIER 
T. FROST B. WYNTER 
HILARY HERON J. B. YEATS 


PATRICK HERON L. ZACK 


THE WADDINGTON GALLERIES 


2 CORK STREET LONDON : W.1 


REGent 1719 








BACON 
WOLS 


9 June —4 July 


HANOVER GALLERY 


32a St. George Street, London, W.1 
Mayfair 0296 












































B. COHEN & 
EXHIBITION 


JUNE 15 to JULY 4 


SONS 


MICHELE CASCELLA SERGIO DE FRANCISCO 

















MICHELE CASCELLA: PORTOFINO 


35 BURY STREET, ST. JAMES’S, LONDON, S.W.1 


TELEPHONE: TRAFALGAR 6466/7 DAILY 10—6. SATURDAYS 10—1 











WIDE SELECTION OF OLD PAINTINGS ALSO DISPLAYED 
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Permanently on view 


BRENSON NALECZ TAMIR 
CLEMENTE PILLET VAN HAARDT 
JADOT PORTWAY ZANGS 
LACASSE RODILLON ZACK 


June Exhibitions 


TIRR and SCHETTINI 


until June 6th 


FIDLER and KROME BARRATT 
8th—20th June 1959 


drian 


art abstrait 





abstract art abstrakte kunst 


7 Porchester Place MarbleArch LondonW2 PAD9473 Daily 10a.m.—6p.m. 








JOHN WHIBLEY GALLERY 


Exhibition of Recent Works 


EILEEN ANDERSON 


June 2nd — 27th 


also 
Selection of Paintings 
by Artists of Today 


60 George St., Baker St., W.1 














Daily 9—6 (WELBECK 5651) Sats. 9—12 

Is:—13th GIARDELLI Painting 

pone OBICAN and 
VARUNI Sculpture 

ISch—27¢h PATEL Paintings 

june RASMUSSEN Sculpture and 

and Painting in 

TAYLOR co-operation 


BROOKS Abstract Paintings 
Woodstock Gallery 


16 Woodstock Street, London, W.1. 
Daily 10—6 


Tel.: Mayfair 4419 
Sats 10—1 

















CRANE KALMAN GALLERY 


ANTHOLOGY 1 
of 
NEGLECTED PAINTERS 


JUNE 


7 
The Re-discovery of 


CELSO LAGAR (b. 1891) 


A Spanish friend of Modigliani, Max Jacob, Blaise 
Cendrars who exhibited at Zborowski's Gallery 


June—July 


DAILY 10—7 SAT. 10—5 


“is 


ROAD, LONDON, S.W.3 
KNI. 7566 
MANCHESTER 2 


178 BROMPTON 


and at 


35 SOUTH KING STREET, 














Exposition 
MONTICELLI 


llth July until 14th August 


GALERIE LUCIEN BLANC 


44 COURS MIRABEAU, AIX-EN-PROVENCE 


























HENRI BENEZIT 


Expert for the French customs authorities 


MAXIMILIEN LUCE 


Neo-impressionist period 1886-1901 


JUNE 


20 RUE DE MIROMESNIL, PARIS, 8°. Anj. 54-56 
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Ile de la Cité 


OPEN 10 to 5.30 


WILTON GALLERY 


2 Motcomb Street, Wilton Crescent, S.W.1 


Telephone Sloane 1762 
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Oil on board, 28 x 36 ins. 


RECENT PAINTINGS 
by 


GHIGLION-GREEN 


Open Tuesday, June 16th 


The exhibition remains open until July 31st 


SATURDAYS 10 to 1.0 p.m. 
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THE BRITISH ANTIQUE DEALERS ASSOCIATION 


Founded in the year 1918 to foster a high standard 
of integrity among those engaged in the trade 





THE SIGN OF MEMBERSHIP 


A free booklet giving the names and addresses of over five hundred 
established dealers in antiques and works of art who are members 
of the Association will be forwarded on application to the Secretary at 


THE BRITISH ANTIQUE DEALERS’ ASSOCIATION LTD. 
No. 20 RUTLAND GATE, LONDON, S.W.7 


TELEPHONE : KENSINGTON 4128 


XXX 

















LONDON 


43 Museum Street, W.C.1 
HOLborn 2712 


In London 1 minute from 
the British Museum 


ine Geo ¢ IT Bulle. t Teapot by 


WOODS : London 1751: 


Impressionist 
and 

Modern 
Paintings 


Atlan, Barnabé 
Bloch, Cézanne, 
Chirico, Cross 
Christoforou, Dufy, 
Klee, Lebourg, 
Loiseau, Maufra, 
Moret, Oudot, 
Pignon, Venard, etc. 


6 DUKE STREET ST 


S. J. SHRUBSOLE trp 


ESTABLISHED HALF A CENTURY 





HENRI MARTIN “Rochers 4 Collioure” 95 x 83 cm. 


JAMES'S LONDON SW1 
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NEW YORK 


104 East 57th Street 
New York City 
Plaza 3-8920 





EXHIBITION 
OF 

30 PAINTINGS 
BY 


HENRI 
MARTIN 


1860—1943 


JUNE 17 
UNTIL 
JULY 18 


WHitehall 8665 











RESTORATION 
and CONSERVATION 


of the Antique, Oriental and Occidental 


A few examples of work undertaken 


BRONZES, CERAMICS, ENAMELS, 
IVORIES, JADES, MARBLES, BUHL, 
TORT ISE-SHELL, MOTHER -OF- 
PEARL, SNUFFS ORMOLU, OBJETS 
D’ART, FURNITURE, ETC. 


Restorers to the Leading Museums 


G. GARBE 


(Please note rew address) 


23 CHARLOTTE STREET, 


LONDON, W.! Mus 1268 
FOUNDED 1770 

















Stewart Acton & Sons 
(BRIGHTON) LTD. 


(Members of the British Antique Dealers’ Association Ltd.) 


Genuine Antiques 


PERIOD FURNITURE, 
PORCELAIN, GLASS, PICTURES, 
Etc. 

INVITED 





rRADE 


12, Prince Albert Street, Brighton, I 


LDRIGHTON 25619 


SPECIALLY 


Tclephone : 


WANTED 


GARRARD & & Co. LTD. 

112 Regent Street, London, W Reg. 3021 
Offer the most generous prices for any jewellery, go!d or silver 
that you are prepared to dispose of. Consignments sent to 112 
Regent Street, London, W.1, will be valued the day received, and 
an offer sent without obligation by return. 


KEN WEBSTER 

17a, Lambolle Road, N.W.3 Swiss Cottage 3250 
Wants New Zealand, Pacific and African carvings, idols, etc. Also 
books, papers, pictures, on early N.Z. and Australia. 

B. A. SEABY, | Ltd. 

65, Great Portland Street, London, W.1 Langham 3677 


Highes: Prices Paid for Coins and Medals, especially collections and 
gold. Catalogue of English Coins, 9s. 3d. Bulletin, 6d. 

BOX No. 51 

“Apollo” Magazine, 10, Vigo Street, London, W.1 

Old Master Drawings. Fine examples of al! schools before 1800. 
BOX No. 95 

“Apollo” Magazine, 10, Vigo Street, London, W.1 

Tiffany Glass Wanted. 

BOX No. 100 

“Apollo”’ Magazine, 10, Vigo Street, London, W.1 

lvories.—Col'ector wishes to purchase top quality Netsukes or 
ivory figures. Write to above Box number or phone Paddington 7363. 
Regt a MAGAZINE 

10, Vigo Street, London, 

We wish to purchase ya following back numbers of 
August 1950, February, September and October, 1951. 
RATES FOR WANTED COLUMN: Name and address or Box No. 
10s. 6d. plus 6s. a line. Box No. 2/- extra. 

COPY on 15th of month prior to publication to Apollo Magazine, 
10, Vigo Street, London, W.1. 


Regent 1084 
“Apollo” 








FOR SALE Old Hall Gallery, Iden, Rye, Sussex 


NEV ILLUSTRATED CATALOGUES ready; Paintings; Drawings; 
Water Cclours; Old and Modern. Write stating interests. 
Cal'ers by appointment. 


























B. A. SEABY LTD. 


COINS 


AND 


MEDALS 


BOUGHT AND SOLD 


Publishers of numismatic books & catalogues 


65 Gt. Portland St., London, W.1 Tel. LANoham 3677 








A NOTE FOR YOUR DIARY 
EIGHTH 


KENSINGTON ANTIQUES FAIR 


Aug. 27th to Sept. 10:h, 1959. Kensington Town Hall 
Intormation: Arthur Nehorai, The Royal Borough of Kensington 
Antique Dealers’ Association, 64A Kensington Church Street, W.8 




















P. H. GILLINGHAM 


LYNDHURST, LONDON RD., GUILDFORD, SURREY 
Nr. A.A. offices Tele.: 61952 


One of the largest stocks of Antiques in the South 
Also at 8 Chertsey Street, Guildford Antique Dealers’ Fair : Stand No. 61 












































NUMBER THREE LIMITED 


Antiques and Fine Arts 
Late of 3 Shepherd Market, London, W.1, have now moved to: 


8, MARKET STREET, LEWES, SUSSEX 
Telephone: Lewes 534 




















CARPET FREE SERVICE 


Surplus Persian or any valuable carpets bought for 
Cash or sold for you at agreed price. Free valuations. 
Specialists in repairs and cleaning. Ask for parr phleis. 


w.l 


S. FRANSES (Carpets) & Co. 103 Crawford St., 
Tel.: PAD. 


7179 




















The Quarter Jack Antiques Ltd. 


(Member B.A.D.A., Ltd.) 

6 Cook Row, Wimborne, Dorset Phone 204 
Road A31 and ten miles from Bourncmouth 
ANTIQUE FURNITURE, GLASS, PORCELAIN 
SPECIALISTS IN OLD HORSE BRASSES 











Visit The Old House, 


HIGH STREET, SEAFORD 


Sixteen Showrooms of particular interest to Buyers of 
Trade enquiries welcomed 


Seaford, Sussex 2091 


Antiques 


Phone . Shippers and Removers 
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ROMA LIMITED Period Decorators 


24, BEAUCHAMP PLACE, BROMPTON ROAD, S.W.3 
KENsington 5839 Established 36 years 


Period Fabrics for Curtains and Upholstery. 
Sofas and chairs suitable for period rooms. 












































FROST « REED L™® 


Under Ten Reigns 


TWO IMPORTANT EXHIBITIONS 





17th JUNE—3rd JULY The Celebrated French Artist 
MARCEL MOULY 
Sth JULY —3l1st JULY Paintings of the Sea and Ships 


MONTAGUE DAWSO 


oS, Me we ae 





“A Clipper leaving Foo-Chow”’, 28 x 42 ins. 
A FINE PAINTING IN THIS SHOW 


41 NEW BOND STREET, LONDON, W.1, MAY 2457 




















Specialist in Antique 
TAPESTRIES EMBROIDERIES 
SILK BROCADES VELVETS 

NEEDLEWORK 


JOSEPH LEVIN 


Exhibition of Surconsciencilism 


Oils & drawings 


GRABOWSKI GALLERY 
KE. B. SOUHAMI 84 Sloane Ave., S.W.3 (nr. South Kensington Station) 


6c, PRINCES ARCADE, PICCADILLY, 29th May—20th June 
LONDON, S.W.1 
10—6 incl. Sats. 


Regent 7196 
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SOTHEBY’S 


announce the Sale 
on Wednesday, 24th June, of 


HIGHLY IMPORTANT OLD MASTER PAINTINGS 


the property of the late S. DELMONTE, Esq., VISCOUNTESS LEE OF FAREHAM, GERALD OLIVEN, Esgq., 
and other owners 








FRANS HALS 
Portrait of the artist Frans Post, 


on panel 163 in. x 13 in 


also including 
The Adoration of the Magi by SIR PETER PAUL RUBENS 
the property of 
THE MOST NOBLE HUGH RICHARD ARTHUR, DUKE of WESTMINSTER, (decd.), G.C.V.O., D.S.O. 





Illustrated Catalogue (32 plates), 12s. 6d. 
All plain Catalogues 6d. post free 
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SOTHEBY’S 


announce the Sale 
on Wednesday, Ist July, of 


IMPRESSIONIST AND MODERN PAINTINGS 


from the collection of 
Mr. WALTER P. CHRYSLER, Jr., of Provincetown, Mass. 





PIERRE-AUGUSTE RENOIR 
Misia Sert. 364 x 29 in. 
Signed and dated '04. 


also including 


Portrait of his Wife, 1876 by PAUL CEZANNE 
La Briqueterie a Eragny, 1888 by CAMILLE PISSARRO 
Femme a la Mandoline, 1910 by GEORGES BRAQUE 


Portrait D’Ambroise Vollard en Toréador, 1917 by PIERRE-AUGUSTE RENOIR 


Illustrated Catalogue (32 plates, 8 in colour), 10s. 


SOTHEBY & CO., 34/35 NEW BOND STREET, LONDON, W.1 
Telephone : Hyde Park 6545 Telegrams : Abinitio, Wesdo, London 
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SOTHEBY’S 


announce the Sale on Friday, 3rd July, of 
FINE WORKS OF ART, TAPESTRIES AND 
IMPORTANT FRENCH FURNITURE 


the property of the 
MOST NOBLE HUGH RICHARD ARTHUR, DUKE OF WESTMINSTER, (decd), 
G.C.V.O., D.S.O., and other owners 








A Louis XVI parquetry bureau 4 cylindre. 5 ft. 4 in. wide. 








A Louis XVI bonheur du jour, signed G. Teune, 3 ft. 2 in. wide. One of a pair of Louis XVI encoignures, 2 ft. 4 in. wide. 


Illustrated Catalogue (40 plates) £1. Plain Catalogues 6d. post free. 


SOTHEBY & CO., 34/35 NEW BOND STREET, LONDON, W.1 


Telephone: Hyde Park 6545 Telegrams: Abinitio, Wesdo, London 
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Opposite Wilton Place 


LOUIS JOSEPH 


JADE & IVORY CARVINGS 


A Green Jade Incense Burner 


Height including stand 82 in. Overall Width 9 in. 
Period Ch’ien Lung (1736 A.D. — 1795 A.D.) 


28 KNIGHTSBRIDGE, LONDON, S.W.1 
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CURRENT SHOWS AND COMMENTS 


THE COME BACK 


HE one hundred and ninety first exhibition at the Royal 
Academy finds that elderly institution in its second 
anecdotage. The spiral has brought us back to a kind of 
neo-Victorianism ; and the story-telling picture, even the 
problem picture, is again with us. Granted there is a dif- 
ference dictated by the democratic spirit of our time, a kind 
of living down to the Joneses which substitutes for the straw- 
berry leaves of dukedom the Strawberry Mousse being lavishly 
licked in an outsize portrait of a low comedienne, or Christ 
in a cloth cap entering a Jerusalem very like Rotherham 
to the cheers of a crowd in ill-fitting bowler hats. Although 
there are fifteen hundred works not of this nature—ably 
painted landscapes, portraits, figure subjects; sculpture 
pleasingly free from sensationalism and dependent on good 
academic craftsmanship ; drawings and graphic art as sensible 
as sound—it is these vulgarities which shout down the show. 
They are usually very large in scale, and thereby have had 
to be placed in the central positions on the walls. They 
are, it is true, as vital as Teddy Boys and as planned to draw 
attention to themselves, I suspect. They are modern in the 
sense that ugliness is fashionable and beauty is not. They 
are strident, and noise makes news. This particular school 
of modernism has been allowed disproportionately to have 
place in the R.A. during recent years. 

“You might as well fall flat on your face as lean over too 
far backwards”: Thurber’s rather graceless mot has been 
chosen as the catalogue motto this year ; and its ambiguity 
leaves us guessing whether the choice implies balance or 
a forward leaning so definite as to land the erstwhile dignified 
academy face-downwards in the dust. Happily, as I have 
indicated, there is still a preponderance of sound work. Even 
the shock brigade have technical virtues (Ruskin Spear 
supremely so), though I have yet to see the value of the 
Bratby technique now consistently given the best position in 
the most important gallery. 

All this, however, is no plea for a stand-still Royal 
Academy, only for a balanced modernism if the doors are 
being opened to good craftsmanship of various schools. I 
remember one abstract painting and one wood sculpture. 
Naturally the R.A. cannot invite “left-wing” artists, and can 
only indicate a policy of acceptance, but it does become 
difficult to grasp just what the policy is when the modernism 
is itself so unbalanced. The really important works there, 
I would say, are still those in the best Royal Academy 
tradition: Sir Gerald Kelly’s Vaughan Williams ; Augustus 
John’s Dorelia ; Christopher Ironside’s Students in the Park ; 
Victor Pasmore’s The Quiet River ; H. Chancellor Pope’s 
A Seat in the Orchard, among the water-colours ; David 
Evans’ striking Judas among the sculptures; for 
instance. However, quiet virtue evokes no sensation: the 
prodigal still commands the fatted calf. 

The other official exhibition of the moment is the Retro- 
spective Exhibition of Duncan Grant at the Tate Gallery. 
After my plea for honest-to-goodness, beauty-seeking, middle- 
of-the-road painting I ought to be delighted with this im- 
pressive show, and it may well be my own failing that Duncan 
Grant’s colourful, decorative work has always left me only 
gently titillated. The Bloomsbury-group of intellectuals in 
which he was immured had a curious detachment. They 
came nearer than any mortal being outside the donnish 
circles of the senior universities to Shaw’s He- and She- 
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By HORACE SHIPP 





53 x 30 in. 


EDWARD Burra. Flowering Vegetables. 
Lefévre Gallery. 


Ancients. They moved in a vortex of pure mind. They 
were the born Fitzroyalty of their world of Squares, half a 
century before that term for their like was invented. 
Duncan Grant’s painting suffers from this over-intellectu- 
alisation, this immunity from life. The new movements 
which Roger Fry fathered and fostered in his famous Post- 
Impressionist Exhibitions of 1910 and 1912 send Grant, 
his disciple, after Cezanne and Matisse; the Omega 
Workshops confirmed his direction as a decorator. The 
work at the Tate Gallery being largely confined to his easel 
pictures does not do justice to this important aspect of his 
work, albeit the two decorations planned for the main lounge 
of The Queen Mary, and the almost equally large Football 
decoration done for the Borough Polytechnic under Roger 
Fry’s direction dominate the walls. Alas, applied decoration 
was a vogue initiated to a great extent by the Omega Work- 
shops and going down before the onslaught of functionalism. 
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How much of Grant’s work in this vein of applied design, 
- commissioned by his friends and patrons to embellish their 
drawing rooms, must have perished. We are left with the 
Still Lifes and Flower-pieces in this same style of flowing 
linear decoration ; the portraits of the members of the circle 
(one of Vanessa Bell belonging to the Tate Gallery being the 
best, though it is an uncharacteristic work), the landscapes 
(some delightful and with a feeling of air absent elsewhere) ; 
and a goodly number of drawings and lithographs. For me 
it all amounts to a pleasant lyric poetry in paint, with far too 
many echoes of other men’s minds and muses. Duncan 
Grant made the worst of both worlds of his period: losing 
his innate quality because his eye was on Paris, and suffering 
as a figurative artist from the three decades of dominance 
of l’Ecole de Paris non-figurative art. 


NEGLECTED PAINTERS 

One result of this dominance is implicit in an interesting 
exhibition at the Crane Kalman Gallery, entitled “Anthology 
I of Neglected Painters”. The neglect is quite often the 
outcome of the long vogue for abstraction. Artists who were 
the promise of the years just before and after the First World 
War, who were given important exhibitions, had books written 
about them, and were names of note, quietly disappeared. 
The Crane Kalman Gallery has always had an eye for such 
people ; and, with the pendulum now swinging into reverse 
(despite, or perhaps because of, action painting) it is a sound 
policy, for they are coming into theirown. Derain, Vlaminck, 
and van Dongen, for example. One English name in this 
exhibition is a conspicuous instance: Mark Gertler. Gertler 
most tragically lost himself in Paris, when his art was rooted 
in Spitalfields. The Bokhara Coat, painted in 1920, though 
it turns towards Cubism is still monumental realism. One 
revelation of the Anthology is the almost legendary Emile 


Bernard, a name constantly recurring in the story of the first 
great triad of Post-Impressionism, but whose work we seldom 
see. Here, too, is Anquetin, Steinlen, and the almost for- 


gotten Mainssieux: this last a splendid rediscovery. A 
strange inclusion is our own indefatigable R. O. Dunlop, 
whom I would certainly never designate a “neglected” 
painter, although he fits into this idea of the faithful to the 
figurative. With his regular half-dozen in the R.A. and a 
one-man show just over at the Leger Gallery, where his work 
can always be seen, one does not know exactly what he is 
doing dans cette galére of the neglected. 

One other “come-back” to fame is Odilon Redon. First 
at the Arts Council last month and now in an important loan 
exhibition at the Matthiesen Gallery the dream poetry of 
Redon has exercised its characteristic enchantment. It is a 
withdrawn art: rich, quiet colour; unspectacular flower- 
pieces ; still, deserted landscapes ; chimeras of the mind. 
A centaur, a Cyclops, a Sphinx seems natural in this world 
of images: we do not even think of them as symbols of 
something in our own sphere. There is a fine underlying 
draughtsmanship and magnificent colour sense, and this 
technical prowess is used to project nature and mind alike— 
village streets, vases of flowers, heads and remote profiles. 
His tendency to work on a small scale has militated against 
his acceptance as a major artist; but the assemblage of 
eighty-five works at the Matthiesen exhibition makes us aware 
of his true stature. 


THE UN-NEGLECTED AT MARLBOROUGH FINE ARTS 
The impressive exhibition at Marlborough Fine Arts of 
“X1IXth and XXth Century European Masters” takes us 
back into the limelight. Here are the great names—prac- 
tically all of them, and usually represented by staggering 


works. Manet and Monet, Pissarro and Boudin from the 
first-rank Impressionists, Monet with a superb Les Nymphées 
of 1908; three Cezannes, including Le Gargon Couche ; 
eight works by Gauguin and two by Van Gogh ; Picasso’s 
of astounding ugliness (and, thereby, I assume, value) from 
the early forties ; Braque, Rouault, Matisse and Leger, six 
Paul Klees; and so on to the newer favourites such as 
Bonnard and Vlaminck. Of this last the important Hill at 
Bougival shows him gay and free of menace during his early 
Fauve period. 

The enormous bronze cast of the working model for the 
UNESCO figure by Henry Moore verges upon [Art Brut 
in the confined space of the gallery, an impression which 
can be corrected by considering the daintiness of the low 
relief, Hands. I confess, however, that I cannot grasp the 
significance of those vast limbs and that natty little lowbrow 
head on a figure meant to adorn the UNESCO building ; 
nor, for that matter, of a reclining figure. I should have left 
it to the arch-critics of UNESCO to represent it with such 
thighs, thoughtlessness and lassitude. 


THE HOUGHTON PICTURES AT AGNEWS 

On the less controversial ground of the Old Masters there 
is the showing at Agnew’s of the pictures from Houghton 
Hall, loaned by Lord and Lady Cholmondeley. The col- 
lection as it now stands is markedly English, though the 
loveliest picture there is Holbein’s exquisite Lady with a 
Squirrel, and the most popular Oudry’s famous trompe 
Yoeil, The White Duck. The Houghton Pictures are some- 
thing of a legend, explained maybe by the photographs of 
the glorious Rubens, Van Dycks, Poussins, Rembrandt, and 
so forth which the Third Earl of Orford sold to Catherine 
the Great of Russia in 1769 for a song, and which are now 
the glory of the Hermitage. Happily, after him came the 
builders of the present collection, and most recently the in- 
heritance of some of Sir Philip Sassoon’s collection. So at 
Agnew’s we have the well-known Hogarth Conversation piece, 
The Cholmondeley Family ; two delightful early Gains- 
boroughs, one of them The Artist and his Family ; some 
fine Reynolds, and some Hilliard miniatures of surpassing 
beauty, with two Sargent portraits in the grand manner 
which are worthy to stand in this company. A happy op- 
portunity to see works from an important English collection. 


EVENTS AND COMING EVENTS 


The Cohen Gallery at Bury Street, St. James’s are break- 
ing new ground by holding an exhibition which introduces 
two Italian artists new to us. One is Michele Cascella with 
busy townscapes of Venice, Paris, or Rome and equally busy 
flower-pieces. Bright, gay and with an Italian verve, both 
directions yield colourful results. The other is, for me, metal 
more attractive. Sergio de Francisco is a meticulous 
draughtsman whose work is sometimes deliberate trompe 
l’oeil and always verges upon it. Annigoni (whose paintings 
can also be seen at Cohens) is of the type, but Sergio de 
Francisco has the brighter tones and palette of contemporary 
painting. His emphatic line gives hard contours yet is sensi- 
tive and excellently models the volumes beneath the surface 
in some portrait studies. A picture of Two Cockerels carries 
the exact drawing and clean colour to a fine finish. Trompe 
l’oeil is good training for eye and hand, and one earlier work 
(1952) of a piece of the flagstones of the Piazza S. Marco 
with the facade of the building mirrored upside down in a 
puddle shows how far this artist can take his skill. Now he 
has loosened it to more creative ends. Certainly an artist 
to be watched. 

(Continued on page 182) 




















Fig. I. 


A. Engraved silver book cover. Dutch or German, dated 1599. 





B. Oval silver box 


with enamel lid. Probably Augsburg, c. 1670. c. A travelling knife and fork. 
Augsburg or Dresden, c. 1680. 


OBJECTS OF VERTU — II 


HE Germans have a long history of fine bronze-casting 
and goldsmithing behind them. The exquisite silver 
book-cover illustrated in Fig. I is probably German or 
Dutch. It is most delicately cut out and engraved in the 
manner of De Bry, but if it were indeed by or after him, 
it would have been a precocious effort, for the first De Bry 
was born in 1580 and this book-cover is dated 1599. On 
the reverse side there is a coat of arms. Especially charming 
are the quaint little touches, such as the grotesque gothic 
quality of the gargoyle which decorates the clasp. The spine 
is convincingly made to resemble a leather bookbinding. 
The top and bottom of the spine have enchanting Diirer-like 
little rabbits nibbling herbage on them. The design on the 
centre of the spine is reminiscent of the decoration on the 
lips of chalices made at Nuremberg during the Renaissance. 
There is a book-cover in the Victoria and Albert Museum 
by the same maker, but it is smaller and less finely detailed. 
On the same plate is an oval silver box, probably made at 
Augsburg c. 1670. The curved sides clearly show the 
hammer markings. The top has on it an enamel in a strap- 
work-type setting. It is a white enamel on copper, with a 
typical border of painted black scrolling. The centre is 
finely painted with dahlias, tulips and carnations, in blue, 
yellow, and red, with green foliage. 
The knife and fork illustrated below belong to the author, 
and are of exceptionally fine quality. They each have a flat, 
silver inside surface to enable them to be packed tightly 
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together within a leather trussing case. As knives and forks 
were luxuries till the beginning of the XVIIIth century, it 
was the custom for gentlemen to carry their own. Every 
conceivable artistic skill was lavished on good early speci- 
mens. The pair shown here have their charmingly engraved 
sides uppermost. The knife shows a lion apparently ‘looking 
around for the missing Saint Jerome’ in a landscape of quaint 
trees, towers, aquaducts and castles ; the fork has the com- 
panion picture on it. They were probably made c. 1680 at 
Augsburg or Dresden. 

Their reverse side is on the next plate, with a chariot 
drawn by two Putti, amongst stylised scrolls in silver piqué 
work on a tortoiseshell background. A pair by the same 
maker is illustrated by Bayley in his book on knives and 
forks, which pair is also illustrated by Charles Beard in an 
article on the Fiske Collection for Sheffield. 

Above the knife and fork shown om Fig. II, is an extremely 
rare XVIIth century box. It depicts an allegorical figure 
wearing a breastplate in a Roman chariot, drawn by a 
quadriga ; the whole being carved out of tortoiseshell and 
pegged on to a polished gilt, copper background. The entire 
overlay of the body of the box with its scrolled sides and 
allegorical figures seated amidst a huge trophy of arms on 
the base, is carved from a single piece of tortoiseshell. 

The Dutch also made finely engraved boxes, usually with 
brass lids and bases, and sides of copper. Fig. III illustrates 
a rare example—the top is illustrated by a village scene 
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Fig. II. a. Copper gilt box with Quadrigo in tortoiseshell on the lid. XVIIth century. 
B. The reverse of the knife and fork in Fig. I c. 


with a religious verse at either side. This top slides out like 
the lid of a child’s pencil-box and reveals underneath a scene 
with soldiers wearing armour resting in a wood. This is 
finely engraved on silver with the cut-out figures silhouetted 
against a green velvet background. The base is similar, 
though the outside engraving on it appears to represent 
people inside a Roman villa, and the accompanying verse 
refers to David’s “confessing his sins”. Beneath this second 
sliding lid there is a scene in similar technique of a peacock 
nonchalantly displaying, whilst Mercury apparently decapi- 
tates a soldier asleep in the wood—this is against a fawn 
velvet background. The inside of the lid is engraved all 
over with scrolls, and two doors open rather like the out- 
side wings of a triptych to show Mercury on the left de- 
capitating yet another soldier, whilst an archer slays a dragon 
in the remaining panel. The velvet background behind 
these two is a rust colour. This box was made in the late 


Fig. III. Engraved Dutch box. Late XVIIth century. 


XVIIth century, but it is hard to say what it was used for 
—it certainly was not for tobacco or snuff, which would 


have damaged the interior. It could have held wafers for 
sealing letters or may have served some religious purpose. 

Piqué is an art, the collecting of which is now sadly neg- 
lected. The famous casket made in Jamaica during the reign 
of Charles II, which H.M. The Queen has recently presented 
to Williamsburg, came from the collection of the late Queen 
Mary, who probably had the finest collection of piqué extant. 

Piqué is the term used to cover all the ornamentation of 
gold, silver and mother-of-pearl that was inlaid on small 
luxury articles—the majority of which were made of tor- 
toiseshell—from the XVIIth century onwards. 

The earliest forms of piqué decoration native to this 
country appear on cutlery. These were followed by large 
ivory tobacco-boxes, often making use of both coloured ivory 
and tortoiseshell inlays, in addition to simple nailhead piqué. 
In the mid-XVIIth century, large tortoiseshell tobacco-boxes 
and ivory caneheads inlaid with circular metal studs became 
fashionable. 

This type of piqué decoration is typically English. So also is 
the fine ‘hair-line piqué’, which usually has rather naive little 
dandscapes with tall, narrow, contemporary houses stuck iso- 
lated in a field. The decoration is complete with trees, birds, 
houses, and paths all spread out on the lids of shallow, thin, 
tortoiseshell boxes, like a child’s drawing without any 
perspective. 

Charles Andre Boulle (1642-1732) is generally credited 
with developing the art of piqué in France. However, in 
1685 the Revocation of the Treaty of Nantes sent many 
French refugees, including craftsmen, to this country. Small 
piqué objects were easily transported in their luggage, and 
these were of much more skilled and sophisticated quality 














Fig. IV. (Left and right). 





than anything previously produced here. The craftsmen 
settled down and continued to make exquisite articles in the 
French taste for some time. 

Perhaps the most exquisite type of piqué is that carried out 
solely in ‘petites et gros pointes’ i.e. by means of tiny nails 
of graduated sizes actually driven into the tortoiseshell 
background. The examples illustrated in Fig. V are par- 
ticularly fine. Nothing could be more refined than the 
exquisitely worked flower-basket decoration on the box lid. 
The underside has a minute dragonfly upon it. To bear 
witness to the skill of the craftsmen who made the piece and 
the care with which it was subsequently preserved for two 
hundred and fifty years after it was made, it may be stated 
that there are only seven tiny ‘pointes’ missing. 

The bodkin-case is finely decorated with birds, flowers, 
insects and stars, and had conventionalized rope-pattern 
borders. Both examples are set in gold and are of the late 
Louis XIV period. 

On more ornate pieces this technique had further em- 
bellishments, the main subjects of the design being inlaid 
either in engraved mother-of-pearl or alternatively with cut- 
out sheet silver or gold which was engraved in situ. Two 
superb examples in silver of the late Louis XIV period are 
illustrated on either side of Fig. IV. They are undoubtedly 
by the same etcher as the three pieces illustrated by Dent 
in his book on Piqué (one of these boxes is now on view 
in the Victoria and Albert Museum). Though Dent realised 
that his three boxes came from the same atelier he was 
unable to say whose it was. But since the discovery of the 
box with the monkeys (Fig. IV) it appears safe to assume 
that they were designed by Claude Audran, the artist who 
was keeper of the Luxembourg collections and famous for 
his singeries and chinoiseries. 

The rarest type of piqué had the main design raised, as 
in pressed horn boxes. This was done by first boiling the 
tortoiseshell in salt water to soften it and then pressing the 
desired design upon it. The raised figures were then overlaid 
with metal as usual. The disadvantage of these raised 
decorations is that, due to subsequent over-zealous polishing, 
they often have holes worn right through the metal skin. 
In any case, piqué must never be polished, as it damages the 
delicate surface of the tortoiseshell. It should only be gently 
rubbed with a non-acid gun oil, which both cleans the silver 
and restores the lustre of the shell. 

The round box in the centre of Fig. IV is in this raised 
piqué work. Presumably it illustrates Aisop’s fable, as it 
shows a raven tantalising a fox from a tree top. It also 
shows the romantic ruins so fashionable in the time of Louis 
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Two Louis XIV boxes attributed to the workshop of Boulle. 
(Centre). Louis XV piqué box in the raised technique. 





XV, and it has a border of shells, scrolls, snakes and fruits, 
with bunches of grapes predominating. The hinge is also 
made in the form of a shell. Inside the top of the box is a 
silver-gilt inner lid (which once covered a picture), on the 
front of which is engraved a sportsman holding a gun, with 
his pointer. 

A sophisticated French ‘Carnet de bal’ or Souvenir de 
dance is illustrated in Fig. VI. It is of red-stained ivory with 
a typical Louis XV miniature, showing the picture of a dog 
mounted on a garden pedestal, with two flaming hearts, a 
flaming torch, a bow, a quiver of arrows, and two flags ; so 
presumably it might have been made for an Officer’s beloved. 

After the French craftsmen had been over here for some 
years, however, their work became anglicized, and they pro- 
duced clumsier boxes with heavy inlays of silver and mother- 
of-pearl, which gave them a much more country-made 
appearance. 

An outstandingly fine chatelaine made in the first year of 
the reign of Louis XVI is shown in Fig. VII. It is of solid 
gold (many chatelaines only being of thin gold upon a base 
metal back) and is fully marked as follows: “Maker 





Fig. V. Louis XIV box and bodkin case with gold piqué 
decoration. 
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Fig. VI. ‘Carnet de Bal’ of purple-stained ivory mounted in 
gold. French XVIIIth century. 


Barthelemy Cabaille. Paris 1775” with the poingon of J. B. 
Fouache. The watch hanging from it is by Gregson Hger 
de Roy a Paris, and has the same date mark, also maker’s 
mark, D.M. The quatre-couleur gold-work is so exquisite 
that it should really be illustrated in colour. A red-gold 


Fig. VII. Chatelaine in guatre couleurs gold work, by 
Barthelemy Cabaille. Paris, 1775. 


Fig. VIII. a. Louis XV watch by Ageron. Paris, c. 1760. 
B. Purple cut glass scent bottle with guatre-couleur gold top. 
c. 1830. 


dove and a white-gold dove together support a green-gold 
wreath over an altar with twin burning hearts. Either side 
of the pedestal lie a quiver of arrows and a neglected 
gardening basket. The matt background is in the delicate 
prickwork of the Louis XV period, and the flower tendrils 
continue into it. The large central links of the chain have 
four separate similar coloured gold plaques, with a medley 
of flower baskets, quivers, hats, mandolin and music scores, 
tambourines and spades on them. The original watchkey 
hangs from one side, and a miniature étui engraved with 
“Souvenir d’Amour” on the other side. The back of the 
watch is finely decorated with typical billing doves, bows, 


quivers, and a flaming torch. But it is the minutely detailed 
work that is so impressive ; the tiny, rose diamonds of the 
watch hands, and even the fine thread and clasp on the 


screw fittings that hold the watch and charms. It has the 
original shagreen case, rather similar to a shoe-sole in shape. 

Once one has been attracted by the subtlety of the delicate 
tones of quatre-couleur goldwork at its best, one tends to 
regard the bright colours of enamelling and the flash of 
gemstones as being rather garish. 

On the left of Fig. VIII, the Louis XV watch with the 
painted enamel portrait, diamond coronet and surround, 
also has flower sprays in coloured gold at either side. It 
was made by Ageron of Paris, c. 1760. Sheets of gold of 
various shades, were used in this kind of work, the colours of 
which varied according to the alloy. For instance, a small per- 
centage of silver made green-gold ; and a particle of copper 
added made red-gold. During the Regency period, coloured 
goldwork became popular in this country. Though well 
made it looks stiff in comparison to French work. English 
goldsmiths appear to have cut the desired flower shape from 
a sheet of contrasting gold and then actually inlaid it ; this 
gives a more raised effect than French work and has a hard 
edge. A few additional garnets and turquoises are also typical. 

The squat little scent-bottle on the right of Fig. VIII, with 
its rotund, purple, cut-glass body was probably made a little 
after 1820. It has a very decorative coloured-gold top, with 
engine-turned middle and outside edge. Inside it still has the 
original stopper. This was most ingeniously made with a flat 
circular gold top and a central ring for lifting it. From this 
ring a bolt was passed through the cork, which had another 
smaller round gold plate at the end attached by means of a 
nut. 

The marvellous repoussé gold plaque on Fig. IX probably 
comes from a box lid. Though it is rather raised and the 
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Fig. IX. A. (centre). Repoussé gold plaque. 








French, XVIIIth century. B. Group of 


three gold seals, the centre one with black basalte Wedgwood intaglio. c. A pair of 
miniature steel and ivory pistols. D. French XVIIIth century purse in coloured gold. 
E. (left) Gilt purse shown half open. 


Cupid is actually in the round, yet this type of work was done 
on boxes by Kirstein of Strasburg. This piece, however, is 
undoubtedly XVIIIth century French, and bears some re- 
semblance in style to Clodion’s work. 

Of the three seals, the earliest is the most interesting, 


though the least spectacular. Instead of the usual stone, 
it has a black basalt plaque with a marvellously fine intaglio 
impression of male and female classical heads on it. As it is 
stamped on the back “Wedgwood & Bentley 115”, it must 
have been made between the opening of the Etruria Works 
in 1769 and Bentley’s death in 1780. The number indicates 
the list number of the subject in the Wedgwood & Bentley 
Catalogue. 

The charming coloured-gold seal with the butterfly on it, 
is Georgian. It has a fine amethyst with an intaglio flower 
carved out of it, and the appropriate plea “Forget me not” 
engraved above! 

The seal with an eagle fighting a snake is also English, 
and has a black and white agate engraved with the mono- 
gram “A.P.”. 

There are many fine and delicate old seals, charms and 
vinaigrettes in circulation that should be cared for and 
cherished. They should not be crowded together on modern 


bracelets to clank against one another and jangle like a horse 
harness ! 

The tiny pistols are an engaging novelty. They are 
genuine screw-barrel, percussion pocket pistols, with lightly 
chiselled steel barrels and polished ivory stocks. Though 
only 1% inches overall, they have deeply engraved steel box- 
locks, with concealed triggers that only descend when the 
hammer is cocked, as can be seen in the illustration. In 
spite of their toy-like size and appearance, it would be unwise 
to dismiss these tiny weapons lightly, for if properly loaded 
and fired at close range they are capable of killing a man. 
They are English made circa 1840, and should not be con- 
fused with modern German and Belgian imitations. 

The two French XVIIIth century purses are probably the 
rarest items illustrated here. The purse shown closed and 
lying flat is of sheet gold, so finely cut out with a design of 
leaves, flowers and scrolls with pineapple finials, as to give 
the impression of filigree. It also has a central flower, and 
shells in green and red-gold on it. Though appearing round 
in shape, it is actually twelve-sided. The uppermost side 
opens out by means of twelve overlapping leaves, each of 
them most delicately hinged on the slant. The craftsman 
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Fig. I. F. Wheatley: Lord Aldborough on Pomposo, 61 x 943 ins. 


THE ART COLLECTIONS 


AT WADDESDON MANOR 


I—THE PAINTINGS 


OTH the house and the collections of Waddesdon are 

largely the creation of Baron Ferdinand de Rothschild 
1839-1898). A son of Baron Anselm de Rothschild, head of 
the Vienna branch of the great banking house, and his 
English wife, he took no active part in the family 
business, but settled in England at the age of 21. In 1865 
he married Evelina, daughter of Lionel Nathan de Rothschild, 
head of the London branch of the bank. It was after her 
sudden and tragic death in 1866 that he began to dedicate 
his life to forming an art collection of the highest quality. 
Although he later declared that when he began collecting “I 
burnt my fingers pretty often and severely”’, he in fact devoted 
much time and study to the formation of his collection and 
to eliminating anything from it which he considered to fall 
below the exactingly high standards he had set himself. 
Towards the end of his life he could justifiably boast that 
his collection contained only works “of unimpeachable 
authenticity”. 

It was not until 1874 that he acquired from the Duke of 
Marlborough the land near Aylesbury on which he built the 
large Mansion which was to house his collections. For this 
purpose he employed a well-known French architect, M. 
Destailleur, who designed the house in the French Renaissance 
style which had greatly attracted Baron Ferdinand during a 
holiday spent amongst the chateaux of Touraine with his 
sister. In the interior the main rooms are mostly decorated 
in the French XVIIIth century style, in keeping with the 
character of much of the collection. A number are panelled 
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with XVIIIth century bdoiseries removed from various 
historic Paris hotels when they were demolished during the al- 
terations to the city under the Second Empire and in the early 
days of the Third Republic. They thus provide an admirable 
setting for the French XVIIIth century furniture and objects 
of art which are a principal feature of the collections. The 
surrounding gardens were laid out in the French formal style 
by M. Lainé, garden architect to the King of the Belgians. 

Baron Ferdinand moved into Waddesdon Manor in 1883 
and continued to add to the collections until his death fifteen 
years later. In his will he left one section of the collection 
comprising the Mediaeval and Renaissance goldsmiths’ work, 
jewellery, armour and enamels, to the British Museum of 
which he had been a Trustee for several years. It is a tribute 
to the remarkable quality of this gift that alone amongst the 
bequests received by the Museum during its two hundred 
years of existence it continues to be displayed together as 
“The Waddesdon Bequest”. 


The National Trust have asked us to point out that Waddesdon 
is not yet open to the public. It will be open on Ist July. 


In an obituary notice of Baron Ferdinand the Times de- 
clared “many Rothschilds are and have been collectors of 
works of art, but Baron Ferdinand surpassed almost all of 
them in the variety and scope of his collections”. Waddesdon 
Manor and its remaining contents (consisting largely of 
English XVIIIth century portraits, Dutch XVIIth century 
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Fig. II. T. Gainsborough: Lady Sheffield, 894 x 592 ins. 
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Fig. III. T. Gainsborough: “The Pink Boy’, 66 x 46 ins. 


paintings and French XVIIIth century furniture, porcelain 
and objects of art), he left to his sister, Miss Alice de 
Rothschild. Her interests were more in country life and the 
gardens at Waddesdon than in adding to its art collections. 
Nevertheless she did acquire a remarkable Boucher portrait, 
a little armour, and added considerably to the collection of 
gold and enamelled boxes which she had inherited. At her 
death in 1922, she bequeathed the house and its contents to 
Mr. James de Rothschild, a great nephew and the elder son 
of Baron Edmond de Rothschild of the Paris branch of the 
family. 

Mr. James de Rothschild had long been associated with 
this country and had fought throughout the 1914-18 war 
with great distinction in the ranks of the British army. 
In 1922 he became a naturalised British citizen 
and thenceforward took an active interest in English public 
life, representing Ely in Parliament as a Liberal from 1929 
to 1945 (as Baron Ferdinand had represented Aylesbury 
before him) and was known to a wide public as a racehorse 
owner and sportsman. 

In 1934 Mr. James de Rothschild inherited a considerable 
part of his father’s collections, thus greatly enriching the art 
collections at Waddesdon in the fields where they were 
already notably strong, especially in English portraits, French 
XVIIIth century furniture, porcelain and sculpture. Out- 
standing amongst the paintings which Baron Edmond Ferdi- 
nand left his elder son were three Watteaus and a very 
important Rubens. When he died in May, 1957, Mr. James 
de Rothschild bequeathed the house, together with its gardens 
and the contents of the principal rooms, to the National Trust 
and established a generously endowed trust fund for their 
upkeep. 

By this munificent action Mr. de Rothschild has given his 
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Fig. IV. T. Gainsborough: Mrs. John Douglas, 952 x 582 ins. 


country of adoption one of the most remarkable assemblages 
of works of art ever presented to a nation by a private 
individual. It far exceeds in importance anything of the kind 
which has hitherto been acquired by the National Trust. In 
scope the gift can only be compared with the Frick Collection 
at New York, the Aumale collection at Chantilly, the 
Jacquemart-André collections at Paris and Chaalis, and 
perhaps even the Wallace Collection in London. 

The great strength of the collection at Waddesdon lies 
in a wonderful group of English XVIIIth century portraits 
by Gainsborough and Reynolds, in the Dutch XVIIth century 
paintings and in the remarkable assemblage of French XVIIIth 
century furniture and porcelain. In the field of the French 
decorative arts of the XVIIIth century, which the Rothschild 
family have made particularly their own as collectors, the 
collection at Waddesdon supplements the Wallace Collection 
in a significant fashion. The collections of French furni- 
ture and porcelain at Hertford House and Waddesdon are 
not dissimilar in size and quality but the former museum 
contains neither Savonnerie carpets (the assemblage of which 
at Waddesdon is unique) nor any of those French XVIIIth 
century boiseries which formerly provided the setting in 
which French XVIIIth century furniture and objects of art 
were designed to be seen. Great private collections on the 
scale of those formed by Lord Hertford, M. and Mme 
Jacquemart-André and the various members of the Rothschild 
family, are a phenomenon of the XI Xth century. They are 
unlikely to be formed on quite the same lavish scale again 
even in the United States where the government now gives 
specially favourable taxation advantages to those citizens 
who undertake to leave their art collections to public 
museums. By generously bequeathing his remarkable col- 
lection to the public, Mr. de Rothschild has provided an 
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Fig. V. Sir J. Revnolds: Mrs. Scott of Danesfield, 50 x 40 ins. 


outstanding monument to one of the great ages of collecting 
and one of the great families of collectors. 


NOTES ON THE ILLUSTRATIONS 
ENGLISH XVIIITH CENTURY PORTRAITS 


The great numbers of English XVIIIth century family 
portraits which were sold to American collectors during the 
first dozen years after the 1914-18 war have often been lamented 
as a major artistic loss for this country. The group of portraits 
by Reynolds and Gainsborough which comes into public pos- 
session with the Rothschild collection at Waddesdon does much 
to offset these losses. In number—there are nine Reynolds 
and eight Gainsboroughs as well as works by other English 
XVIIIth century portrait painters—it rivals even the greatest 
American assemblages of XVIIIth century British portraits 
like the Huntington Collection at Pasadena, and in quality 
the collection is perhaps unsurpassed in the world. 


I. The scene is set outside Belam House, County Kildare and 
shows its owner, Edward Arthur Stratford, Lord Aldborough, 
reviewing yeomanry. He was an ardent Whig, active in Irish 
politics and widely known for his ability and eccentricity. 
Amongst the ladies watching the proceedings from the carriage 
emblazoned with Lord Aldborough’s coronet, is his second wife, 
Anne Elizabeth, daughter of John, 1st Lord Henniker, in a 
blue hat. Acquired by Baron Ferdinand from William Vokins 
after 1888. 

II. Painted 1785/86 and exhibited in the artist’s own gallery 
in Schomberg House, Pall Mall, early in the latter year. It 
met with general approval and a contemporary writer describes 
it as “daily awakening into perfection, with all the external 
grace and elegance of nature”. 

III. The sitter was Master Nicholls. Exhibited R.A. 1782 
(No. 372). The critic of the St. fames’s Chronicle described 
it as “a beautiful boy in Vandyck dress, the grandson of Dr. 
Nicholls” but did not altogether approve of the ravishing rose- 
coloured shot-silk of the costume. Bequeathed by Baron 


Ferdinand to Baronne Edmond de Rothschild from whom 
inherited by Mr. James de Rothschild. 

IV. Exhibited by Gainsborough at Schomberg House in July 1784 
and mentioned by the Rev. Bate Dudley in his account of the 
exhibition in the Morning Herald. Acquired by Baron Ferdi- 
nand de Rothschild from the sitter’s descendant, Mrs. P. S. 
Pierrepont (d. 1872). 
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Fig. VI. T. Gainsborough: Alexander 10th Duke of 
Hamilton, 29 x 233 ins. 


V. Painted 1786. It was acquired by Baron Ferdinand from 
the Wedgwood family. 

VI. Exhibited at Schomberg House in the Autumn of 1786 
together with the similar portrait of the sitter’s younger brother 
Charles, which is also at Waddesdon. The sitter was William 
Beckford’s son-in-law. The two portraits descended to the 
last Duke of Somerset at whose sale in 1890 the picture was 
bought by Agnews and sold subsequently to Baron Ferdinand. 
VII. One of Reynolds’ most imaginative portraits. Exhibited 
R.A. 1781 (No. 10). Engraved by Bartolozzi 1792. Painted for 
the Hon. Charles Greville. Her name has been variously 
given as Pott, Bertie and Coventry, but Fanny Burney states 
categorically that Thais was Greville’s mistress and William 
Hickey’s Memoirs make it fairly clear that Miss Pott was in 
fact the sitter. Baron Ferdinand acquired it from the Tolle- 
mache family collection at Peckorton Castle. 

VIII. Painted 1764/65. The sitter (1731 or 1738-1815) began 
life as an errand girl and became one of the most famous 
actresses of the day. The part of the Comic Muse from 
“The Jubilee” was one of the parts for which she was particu- 
larly celebrated as was that of Lady Teazle in “The School 
for Scandal”. Reynolds painted her again as Miss Prue in 
“Love for Love” in 1771 and in 1784 as “Roxalana”, all parts in 
which she achieved success on the stage. 

IX. Painted 1778. The sitter was equerry and close personal 
friend of the Prince of Wales who gave him a portrait of 
himself with his horse which he commissioned from Gains- 
borough in 1782. This painting is also at Waddesdon. The 
Prince himself commissioned a similar portrait of St. Leger with 
his horse from Gainsborough which is now in the collection 
of H.M. the Queen at Buckingham Palace. Acquired through 
Agnews from the sitter’s descendants in 1882. 

X. Exhibited R.A. 1779 (No. 250). The sitter was fourth 
daughter of the 3rd Earl of Dysart and married firstly in 1771 
John Delap Halliday. Bought by Baron Ferdinand de 
Rothschild from the Tollemache family. 


DUTCH AND FLEMISH XVIITH CENTURY PAINTINGS 
The group of Dutch and Flemish paintings at Waddesdon 
though smaller than that in the Wallace Collection, at Bucking- 
ham Palace or the Peel collection at the National Gallery, is 
of the same remarkable quality. Baron Ferdinand was the 
first art collector to acquire any paintings from the greatest of 
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Fig. VII. Sir J. Reynolds: Miss Pott as Thais, 904 x 57 ins. Fig. VIII. Sir J. Reynolds: Mrs. Abington as “The Comic 
Muse’’, 103 x 583 ins. 


Fig. IX. Sir J. Reynolds: Colonel St. Leger, 
944 x 58 ins. Fig. X. Sir J. Reynolds: Lady Fane Halliday, 94 x 584 ins. 
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Fig. XI. P. P. Rubens: Le fardin d’ Amour, Panel, 50 x 89 ins. 


Fig. XII. G. Meisu: The Music Party, Fig. XIII. Attributed to P. C. Soutman: 
Panel, 182 x 113 ins. Emerentia van Beresteyn, Panel, 574 x 413 ins. 
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Fig. XIV. A. Cuyp: View on the Maes near Dort, 45 x 66 ins. 


Fig. XV. 

P. de Hooch: 
A game of 
Ninepins, 
262 x 243 ins. 


Fig. XVI. 

J. van der 
Heyden: 
View through 
a Gateway, 
Panel, 

134 x 118 ins. 





THE ART COLLECTIONS AT WADDESDON MANOR 


Fig. XVII. Lancret: Les Noces de Village, Panel, 173 x 23 ins. 


Fig. XVIII. 

F. Boucher: 
Louis-Philippe-fose ph 
d’ Orléans. 

35% x 282 ins. 











Fig. XIX. : 
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Fig. XX. Lancret: Italian Comedians, 17% x 22% ins. 


Fig. XXI. Fragonard: L’Education fait Tout (Sepia wash drawing), 134 x 173 ins. 
180 

















THE ART COLLECTIONS 


Fig. XXII. F. Guardi: Head of a Boy, Panel, 34 x 28 ins. 
Dutch sources, the famous Six collection, from which he 
purchased four paintings in 1897 shortly before his death. 
XI. This almost unknown painting is perhaps the most im- 
portant picture from the Low Countries at Waddesdon. It is a 
smaller (and later) version of the well-known painting in the 
Prado. It is interesting to see it hanging near the paintings by 
Watteau, Lancret and Pater in the Waddesdon Collection, for 
it is one of the primary sources of inspiration of the French 
XVIIIth century féte galante. The composition was certainly 
known to Watteau personally, for a studio repetition (now at 
Dresden) was in the collection of the Comtesse de Verrue at 
Paris during his lifetime. From the collection of Baron 
Edmond de Rothschild. 

XII. Signed in full on the threshold of the door. In the 
mid-XIXth century this picture was in the Van Loon col- 
lection at Amsterdam, but Baron Ferdinand had already 
acquired it by 1880 when he lent it to the R.A. Winter 
Exhibition. Later it passed into the possession of Baron 
Edmond de Rothschild and has thus (like Gainsborough’s 
“Pink Boy”) returned to Waddesdon for the second time. 
XIII. This charming portrait of a child was for many years 
attributed to Frans Hals which is manifestly incorrect. The 
suggestion that it is by P. C. Soutman (d. 1687) is due to 
Jhr. Poél. 

XIV. Signed “A. CUYP” on the barge at the left. One of 
the paintings acquired by Baron Ferdinand from the Six col- 
lection in 1897. The town of Dordrecht can be seen in the 
background of this summer evening scene which is described 
by Smith (Catalogue Raisonné No. 13) as “a glorious example 
of art and of inestimable value”. 

XV. Signed “P. D. Hoogh” on the urn at the left, the last 
four letters being a later addition. It is an early work and was 
acquired privately from Mr. John Walter of Bearwood, the 
owner of The Times about 1893. Two other versions are 
known—at Cincinnati and in the St. Louis Museum, U.S.A. 
XVI. According to Hofstede de Groot the view is said to 
represent the town of Emmerich seen through the Waterpoort 
Gate. It was formerly in the collection of that great French 
connoisseur of Dutch painting, Blondel de Gagny (sold 1770, 
lot 156) and subsequently in the Poullain and Prince Galitzin 
collections. 


FRENCH AND ITALIAN PAINTINGS 
Although there are a number of fine XVIIIth century French 


AT WADDESDON MANOR 





Fig. XXIII. F. Guardi: Head of a Girl, Panel, 34 x 28 ins. 
and Italian paintings at Waddesdon, they are not, on the whole, 
of such remarkably high quality as the Dutch or the English 
pictures there. On the other hand the French decorative arts 
of this period (to be illustrated in a later issue of APOLLO) 
outshine everything else in the collection in importance and 
intrinsic value. 





Fig. XXIV. A. Watteau: The Music Party, Panel, 
148 x 114 ins. 








XVII. In 1737 Lancret exhibited a Noces de Village at the 
Salon. That picture, however, had a curved top. In the 
same year he was commissioned to paint a group of pastoral 
subjects for the King’s apartments at Fontainebleau. These 
included a Noces de Village and Féte de Noces, though its 
description does not correspond to the present picture. It seems 
likely, however, that this painting and the Lancret which hangs 
as its pendant at Waddesdon, The Wedding Feast, are in some 
way connected with this commission. The panel (originally 
154 x 204) has been enlarged to the same size as The Wedding 
Feast, apparently by Lancret himself There are five other 
paintings by Lancret at Waddesdon and five by Pater. 

XVIII. Signed “F. Boucher, 1749”. The sitter, Louis 
Philippe-Joseph d’Orléans was Duc de Chartres and a 
year old at the time when the portrait was painted. He subse- 
quently became Duc d’Orléans and was known as “Philippe 
Egalité” during the Revolution when he voted for the death 
of his cousin, Louis XVI. He himself was guillotined not 
long afterwards. This is one of Miss Alice de Rothschild’s rare 
additions to the collection. It had previously belonged to 
Count Dulau and Baron Arthur de Rothschild. There is a 
repetition in a Parisian private collection. 

XIX. Lavreince’s gouaches which are exceedingly rare on 
account of their extreme fragility, were mostly intended to be 
engraved. This one was engraved by N. de Launay in 1778, 
the print becoming one of the most famous of late XVIIIth 
century French gravures de moeurs. There is also an English 
engraving by H. W. Lawrence. This gouache appeared in an 
anonymous (“E.¥V.’’) sale in 1872 and was subsequently in the 
collection of Baron Edmond de Rothschild. There are three 
other paintings by Lavreince at Waddesdon. 

XX. Hitherto listed as by Pater at Waddesdon this charming 
féte galante appears certainly to be by Lancret and may be 
compared with An Italian Comedy Scene in the Wallace Col- 
lection (Cat. No. P401). A number of paintings by Lancret 
with titles such as Pierrot et Arlequin are recorded by Wilden- 
stein (Cat. Nos. 351ff) and this may possibly be one of them. 
XXI. The painting of this subject (now at Sao Paolo, Brazil), 
was engraved by N. de Launay as a pendant to his engraving 


OBJECTS OF VERTU—II 


(Continued from page 171) 


fitting them had to be so precise that to ensure the correct fit 
of all the leaves he numbered each one in order to obviate 
the possibility of error. “IV” has even been written as 
“JIII”! The overlapping panels are similarly decorated 
with scrolls, flowers and shells, and there is a ring on the 
top of each. Through this passes a narrow chain whereby 
the purse is opened and shut. To open it, the short tassel 
is pulled which causes the leaves to expand. The two small 
slots and the large ring through which the long chain passes 
then act as a stop to prevent the delicate hinges from being 
strained. To close the purse, the long double tassel is 
pulled, drawing the chain together and shutting the leaves 
down flat. 

The overlapping system can be seen more clearly in the 
example which is shown open. This is stamped and mercury 
gilt, and has silver flowers pinned on it. The original tassels 
which resembled those of the gold purse have been replaced 
with those illustrated. 

The quiet study of objects such as these, in our own more 
hurried times, makes us appreciate the patient care which 
must have been devoted by past craftsmen to the beautifica- 
tion of articles of semi-utility. The term ‘Vertu’ is thus 
fully justified. 
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of another similar subject by Fragonard Le Petit Predicateur, 
both the paintings being in the engraver’s own collection at the 
time. This sepia and wash drawing was formerly in that most 
famous XIXth century assemblage of Fragonard’s works, the 
Walferdin collection whence it was acquired by Baron Edmond 
de Rothschild. A variant drawing dated 1776 was in the 
David Weill collection. Fragonard is traditionally said to 
have used his own children as sitters for these and similar 
subjects such as “Dites donc sil vous plait” in the Wallace 
Collection (Cat. No. P404). 

XXII and XXIII. Guardi’s figure paintings are less familiar 
to the general public than his Venetian views though he 
appears to have painted nothing else until he was past middle- 
age and continued to paint them down to the time of his 
death in 1793. The present pair, which probably date from the 
last decade of the artist’s life, were amongst a very large 
number of Guardis acquired by Lord Dover from a dealer in 
Venice about 1829. Subsequently they were in the collection 
of Lord Clifton and were lots 741 and 750 in the Clifton sale 
of 1895 together with two others also at Waddesdon. They 
were bought for Baron Ferdinand by the well-known dealer, 
Samson Wertheimer, who frequently acted for him in the sale 
rooms. The girl in the mob-cap has an English look, recalling 
the works of the Rev. Mathew Peters, and may possibly be 
based on an English drawing or engraving. There are also a 
number of Guardi’s more familiar views at Waddesdon includ- 
ing the two largest Venetian views he ever painted. 

XXIV. The composition was engraved by B. Baron when in 
the collection of Jean de Jullienne with the title L’Accord 
Parfait. It was originally painted for Nicolas Henin. There 
are a number of versions known: one in the National Gallery 
(Cat. No. 2962) formerly belonged to Sir Richard Wallace ; 
another belongs to the Duke of Sutherland and others ‘are 
recorded. The engraved painting is almost certainly the one 
belonging to the Earl of Iveagh which was sold from the 
James collection in 1892. The Waddesdon picture is recorded 
by E. de Goncourt in his Catalogue Raisonné de [Oeuvre de 
Watteau (1875) No. 97 when it was already in the possession 
of Baron Edmond de Rothschild. 
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CURRENT SHOWS AND COMMENTS 
(Continued from page 166) 


One of the most fascinating exhibitions of the month has 
been that of the large water-colours by Edward Burra at 
Lefevre Gallery. He has shaken off the horrors of his early 
subjects and his preoccupation with death, torture and vice, 
to use his wonderful water-colour technique and power of 
design on the world of plants. The basic natural form is 
emphasised, the large-scale makes challenging demands. 
The results are decorative without sacrifice to mere decora- 
tion. Notable colour harmonies, rhythm of inter-related 
forms, brilliant use of water-colour carried to its limits yet 
not losing its freshness: all this and nature too. 

The June Exhibition at Lefevre is to be of James Taylor, 
whose work is a perfect Anglo-French alliance of truth to 
subject matter and beauty of paint quality. I have long held 
that he is an artist of integrity who has not received the 
recognition he deserves, although he is certainly not neglected. 









































VICTORIAN CERAMIC ARTISTS—III 8) ceorrrey coppen 


F all the Victorian copies of former wares none can be 

as well known as the Worcester reproductions of Limoges 
enamels on porcelain. These pieces, with their dark blue 
ground, cannot be surpassed for quality. The finest examples 
were painted by Thomas Bott between 1854 and 1870. 

Thomas Bott was born in 1829. His early training was 
with Messrs. Richardson, the glass manufacturers of Wordsley. 
In 1852 Bott was employed by Messrs. Kerr & Binns (pre- 
decessors to the Worcester Royal Porcelain Company). He 
was entrusted with the task of reproducing on porcelain the 
Limoges enamel technique, and early examples were sub- 
mitted to the Prince Consort who gave the manufacturers 
every encouragement. Examples of Bott’s enamels were 
included in the 1855 Paris Exhibition and the Art Fournal 
made the following comments on the exhibits —“Messrs. 
Kerr & Binns have recently produced some examples of the 
art of porcelain decoration, of which it is not too much to 
say they surpass all the productions of this class that have 
been hitherto manufactured in this country. One of the 
peculiarities of the Worcester enamels is that the shade is 
produced by the reflection of the blue through the white, a 
very delicate tone is hence produced”’. 

In 1862 the Worcester Royal Porcelain Company was 
founded. Thomas Bott continued to be employed by the Fig. II. Small Kerr & Binns Dish. Enamel painting by 
new Company until his untimely death on December 13th, Thomas Bott on a dark blue ground. Dated 1858. 
1870, aged 40. His last major work was the decorating of a 
fine pair of vases with scenes depicting the Norman Conquest. 
These vases are now preserved, with other fine examples of 
Thomas Bott’s work, in the Worcester Royal Porcelain 
Company’s Museum, where they serve as a lasting tribute to 
this famous ceramic artist. Thomas Bott also painted in 
coloured enamels. 

Thomas Bott’s son, Thomas John Bott also painted in the 
Limoges style at Worcester and later for Messrs. Brown- 
Westhead, Moore & Co., who, with other manufacturers, 
copied this popular style of decoration. For further informa- 
tion on Worcester enamels see APOLLO, April, 1956. 








Fig. I. “The Queen’s Plate’. The original was presented by 


Queen Victoria to the Duke of Cambridge on his birthday. Fig. III. Vase and Cover painted with The Power of Love by 
This duplicate is signed and dated T. Bott, Des & Ena, 1867. Thomas Bott after Flaxman. Dated 1863. Height 7! ins. 
Diam. 10 ins. Royal Worcester. Royal Worcester. 
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Fig. I. Cabinet. 


Marquetry of mother-of-pearl, engraved and 





gilt brass and tortoiseshell. Bavaria, dated 1715. Width 3 ft. 7 ins. 


ACQUISITIONS OF FURNITURE AT THE 
VICTORIA AND ALBERT MUSEUM 


MONGST the latest additions to the furniture collec- 

tions of the Victoria and Albert Museum, which are 
now on view in the Recent Acquisitions Court, two pieces 
call for special comment. 

The first is a cabinet (Fig. I) decorated with marquetry 
of mother of pearl, tortoiseshell and engraved and 
gilt brass. It is one of a smal! number of lavishly 
decorated pieces produced in Germany in imitation of the 
furniture produced at the Boulle workshop in Paris. The 
fashion did not last so long in Germany as in France, 
probably for about a quarter of a century from 1700 to 1725, 
but in this period the highest possible standards of quality 
were achieved, in no way inferior to those of the Parisian 
cabinet-makers. 

A number of similar cabinets are known—in the Residenz 
Museum, Munich, in the Germanisches Museum, Niirnberg 
and in Schloss Pommersfelden, near Bamberg. The cabinet 
acquired by the museum is closely related to a writing desk 
decorated with marquetry of tortoiseshell and engraved metal, 
which was originally made for the palace of Schleissheim, 
and is now in the Niirnberg Museum. It was made in the 
court workshop at Munich, established by the Elector Max 





Emanuel of Bavaria, probably by the ‘Galanterie und 
Clopaturkistler’, Johann Puchwiser. Very similar work was 
also done by Ferdinand Plitzner, a cabinet-maker at Eyrich- 
shof, who between 1713 and 1724 executed many commis- 
sions for the furnishing of Schloss Pommersfelden. The 
similarity in decoration of cabinets by different masters is 
due to their use of the same engraved pattern books or 
ornament. 

The newly acquired cabinet is dated 1715 and two small 
unidentified coats of arms on the central door are presumably 
those of the original owner. The larger coat of arms in the 
centre of the pediment is that of Johann Franz von 
Khevenhiiller (1707-1762) as Bishop of Wiener-Neustadt, an 
office which he held between 1734 and 1741. It was pre- 
sumably added when the piece passed into his possession. 
It is not known when the cabinet first came to this country. 

The second addition is a Japanese lacquer cabinet (Fig. IT) 
on a gilded wood stand. This cabinet was formerly at St. 
Osyth’s Priory, Essex, the seat of the Earls of Rochford, and, 
according to family tradition, was acquired as a perquisite of 
office by William Henry, 4th Earl of Rochford, first Lord 
of the Bedchamber and Groom of the Stole to George II, 
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Fig. II. Cabinet. Japanese lacquer on gilded wood stand. 
The stand c. 1715, the cabinet earlier. Height 6 ft. 4 ins. 


on the death of that monarch in 1760. A contemporary 
pastel portrait of the 4th Earl of Rochford accompanies the 
cabinet. The whole of the furnishings of the royal bed- 
chamber used to become the property of the first Lord of 
the Bedchamber, and as George II died at Kensington Palace, 
it is to be presumed that this cabinet was at that time situated 
there. 

The original interior of the cabinet has been removed and 
a walnut veneer lining and six oak drawers veneered with 
walnut substituted. This alteration appears to have been 
made at the same time as the stand was constructed. The 
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latter is of very similar design to a suite of furniture at 
Hampton Court Palace, which was supplied to George I by 
the royal cabinet-maker, James Moore, about 1715. It re- 
peats, in fact, exactly the design of one of the tables in the 
Moore suite with the exception that a shell takes the place 
of the royal arms on the apron. An account rendered by the 
firm of Moore and Gumley between August 1714, and 
Michaelmas 1715, for ‘a table and stand with Indian tops 
and the frames finely carved and gilt’ supplied to the Crown, 
might conceivably refer to the piece now acquired by the 
Museum. 
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OF the paintings from the collection of the late Duke of 
Westminster which are being sold at Sotheby’s on 24th 
June, the Rubens Adoration of the Magi is an indisputable 
masterpiece. It was painted in 1634 for the Convent of the 
Dames Blanches at Louvain, and the price of 920 florins is 
recorded in the Convent’s accounts under the 9th March of 
that year. After the suppression of the Convents by Joseph II 
it was sold in Brussels in 1785 and re-sold three years later for 
8,000 florins to a dealer acting for Lord Lansdowne. In the 
Lansdowne sale in 1806 it was bought for 800 guineas for Lord 
Grosvenor, in whose family it has since remained. 
The picture is said to have been painted in eleven days, and 
it is an example of the loose, fluent style which Rubens developed 


Fig. II. CrLAupE LorraAIN. The Sermon on the Mount. 
62 x 102 ins. 
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Fig. I. Ciaupe Lorrain. The Worship of the Golden Calf. 56 x 98 ins. 


THE WESTMINSTER PICTURES 


in his later years. The sketch for it is in the Wallace Collection, 
and it is interesting to compare the two. There are various 
changes, without exception for the better. For example, the 
noble figure of the Moorish king in the finished work is rela- 
tively feeble in the sketch ; but in all the details—the arrange- 
ment of the two putti, the spears, the drapery of the king in 
the foreground—can be seen evidence of Rubens’ wonderful 
dexterity in pointing the rhythm of a composition, and of 
that fertility of imagination which enabled him to give life and 
freshness to a subject he had already painted several times. 
Many of Rubens’ large works were executed wholly or in part 
by assistants ; here there is no hand but his own. The short 
time available for its completion may perhaps be partly respon- 
sible for the picture being painted in the style of a sketch on a 
large scale. But all Rubens’ later works, from about 1624 
onwards, have in some degree this fluid thinly painted quality, 
and with a few exceptions they are among the best and most 
interesting of his works. 

Rubens is well represented in the National Gallery, but there 
is no full size altarpiece. The cpporiunity of acquiring one so 
splendid will not recur, and it is hardly conceivable that an 
enlightened government will let it slip. 

The two Claudes are both late works, The Sermon on the 
Mount dated 1656, and The Worship of the Golden Calf dated 
1663. It is interesting to compare the latter with Poussin’s very 
different conception of the same subject which preceded it by 20 
years. Whereas the Poussin is a deliberatcly ‘historical’ painting, 
in the Claude attention is focussed upon the luminous and 
beautifully ordered landscape ; we do not care what the figures 
are doing, and the liveliest of them is the dog in the foregrcund 
gazing up curiously at a slightly ludicrous Golden Calf. 

In addition to these three masterpieces, the fifteen pictures 
being sold include another but smaller Claude, a fine Vernet, a 
Cuyp, and a van Goyen. 





THE WESTMINSTER PICTURES 





Fig. III. Sir PETER PAuL RuBENS. The Adoration of the Magi. Panel, 146 x 113 ins. 








SOME PAINTINGS BY PELLEGRINI 


BOUT the year 1700 a new style of painting was con- 
ceived in Venice which, skipping the various and 
contrasting trends of the XVIIth century, combined the new 
spirit of the early XVIIIth century with a reversion to 
one great phenomenon from the artistic galaxy of the 
Cinquecento—Paolo Veronese. His types of men and 





Fig. I. 


Envoys of Armenia to the Elector Johann Wilhelm 
von der Pfalz. Canvas 133 x 49 ins. 
Munich, Schleissheim. 
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women, his large, extended compositions, the nearness to 
everyday life even in exalted personalities and happenings ; 
the clearness of his skies, the light colours, the whole mood 
of optimism in his works set Veronese apart from other 
geniuses of this period. These qualities had an affinity with 
the style of the XVIIIth century and had therefore great 
significance in forming it. Though drawing inspiration from 
various sources, as Piazzetta from Giuseppe Maria Crespi 
and Sebastiano Ricci from Magnasco, the whole generation 
was influenced by Veronese, including Giovanni Battista 
Tiepolo whose works never quite lost traces of his style. 

Giovanni Antonio Pellegrini was born in 1675 in Venice. 
Most of his life was spent in foreign parts, in England, 
France, Holland, Germany, and Austria, but he died in 
Venice in 1742. He studied in Rome and Vienna under 
Pagani and Luca Giordano, whose late style gave him 
another taste than the Bolognese school offered to his com- 
patriots. Pellegrini’s compositions tend not to recede into 
deep and distant backgrounds but rather to display the 
principal figures in the fore- and middle-ground, forming 
in this way a kind of rilievo, which is more in the style of the 
first classicism about 1700 in France than the late Italian 
baroque. We find Pellegrini already in 1708 engaged on an 
important commission in Padua and later in the same year 
he came to London where he stayed for five years. In 
1713/14 he painted 14 decorations for the castle Bensberg 
to glorify the life of the Elector Wilhelm von der Pfalz. 
The commission for these large canvases was perhaps sug- 
gested by the example of Rubens’ Medici cycle. These 
paintings which now belong to the picture collections of 
Bavaria are almost unknown but for the one which was to 
be seen in the Rococo Exhibition in Munich last year, and 
which we are glad to reproduce here (Fig. I). The subject 
of this large canvas is the story of envoys from Armenia 
who came to ask the Elector to free their country from the 
Turks. They are led by a personification of Peace while a 
female figure to the right is already showering all possible 
blessings over a country freed of war and the faithless con- 
querors. The light colours, the regular featured young 
women, the cupid before the big column show traits of what 
we mean by early classicism ; the two bearded ambassadors 
in gorgeous and jewelled brocades are types deriving from 
Veronese. Already we find Pellegrini’s special characteristic 
of eliminating contours and building up forms out of light 
and shadow. 

Another signed painting of this date is a S. Sebastian 
belonging to the same collection and now also in the gallery 
of Castle Schleissheim. It represents the Saint tended by 
the Holy Women in an upright composition and was repro- 
duced by Goering in his article on Pellegrini in the Munchner 
Jahrbuch. Of this subject a much freer and more richly 
developed version is shown here (Fig. II). The composition 
fills the square format of the picture ; the marvellously 
sculptured nude and expressive face of the Saint, the two 
women who are not too strongly idealized to reveal human 
feelings, with a tree to the right as repoussoir, show Pelle- 
grini’s style grown riper than in the Schleissheim version. 
The picture must be of a later date, but as with the other 
paintings illustrated, it is difficult to give it a definite place 
or date in Pellegrini’s works. 

The large canvas of “Jacob wrestling with the Angel” 
(Fig. III) belongs to the same type of composition as the 
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SOME PAINTINGS BY PELLEGRINI 


Fig. II. St. Sebastian Tended by the Holy Women. 
Canvas 37 x 553 ins. 


In the Collection of Richard Buckle, Esq. 


Sebastian, in which the group dominates the space and is 
brought into contact with the wide and far away landscape 
by trees at both sides. The magnificent figure of Jacob is 
seen from the back. The angel has the face of a beautiful 
youth, hard at his task. 

The following four Old Testament scenes with female 
characters are pictures in which the story is concentrated 
on one quiet moment. In “Bathsheba at the Fountain” (Fig. 
IV), a beautiful nude with her servant and a negro page, 
looks up to the background where, too far away to be seen 
by her or to have any weight in the composition, King David 
stands on the roof of his palace. A beautiful companion- 
piece to this is the “Finding of Moses” (Fig. V). Pharaoh’s 





Fig. IV. Bathsheba at the Fountain. 

Exhibited at Munich, Rococo Exhibition, 1958, as 
“The Toilet of Venus” (No. 151). 

In the Collection of Comm. Luigi Rocchetti, Rome. 


Canvas 504 x 403 ins. 
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Fig. III. Jacob Wrestling with the Angel. Canvas 533 x 63 ins. 
Private Collection. 


daughter, richly dressed with a crown on her head, is ac- 
companied by two servants, one of them the same model 
as Bathsheba’s maid and again the little negro, this time 
seen full face. This picture bears an inscription “Pelligrini” 
(a signature?) which we would not need to recognize the 
master’s hand which is evident in the conception and in 
every detail of both paintings. 

The story of Jael and Sisera (Fig. VI) is told by represent- 
ing Jael as a figure of light before the dark background. Her 
face in profile looks like a cameo cut out over the dark layer 
of the stone ; her movements with hammer and nail dominate 
the picture’s space ; of Sisera we see-only part of the hair 





Fig. V. The Finding of Moses. Companion to Fig. IV. 
In the Collection of Comm. Luigi Rocchetti, Rome. 











Fig. VI. Jael and Sisera. Canvas 383 x 314 ins. 
Courtesy Messrs. P. & D. Colnaghi. 


on the back of his head and the coat over his shoulders. A 
warrior in a helmet is seen to the left ; the shield to the right 
indicates the presence of another. Even in this picture with 
its seemingly clear outlines Pellegrini did not draw contours 
between the spaces of light and shadow. 

The fourth of these representations is “Rebecca at the 
Well” (Fig. VII). Pellegrini created with this young woman 
anew and individual type. Abraham’s servant offers the 
gift of jewels to Rebecca who dominates the picture in a coat 
of gleaming light blue. It is an extremely successful painting 
with a story to tell and nevertheless a serene piece of decora- 
tive art. 

The same can not be said of the composition with 
Bacchus, Nymphs and Satyrs which fills the space with ex- 
citement, originating from the agitated movements as well 
as from the lively colour scheme, with rich, strong lights 
and some deep shadows. Without venturing to give a date 
for this work I would think it was painted between 1730 and 
1740, a period when the earlier works of Tiepolo have al- 
ready given painting in Venice its specific style (Fig. VIII). 

The painting of Mars and Venus surrounded by several 
amoretti in an open hall (Fig. IX) shows Pellegrini’s earlier, 
classicistic style in the two main figures, whereas the posi- 
tions and movement of the five children are already repre- 
sented in a way we are used to call Rococo. Therefore it 
seems possible to date this painting between 1730 and 1740, 
the same as the Bacchanal scene (Fig. VIII), even if the 
slightly statuesque manner of the figures is more in keeping 
with those in the pictures where no movement is expressed. 

After this survey of rather worldly looking pictures, even if 
their subjects were religious ones, Fig. IX shows another so 
far unrecorded work by Pellegrini of quite a different 
character. It is a representation of the “Holy Trinity” 
which must have been a first idea for an altarpiece. Although 
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Fig. VII. Rebecca at the Well. Canvas 50 x 40 ins. 
In the Collection of C. D. Rotch, Esq. 


the composition is definite and clear in the artist’s mind, the 
technique of rapid drawing with the brush, the sketchiness of 
every detail, whether important or just accessory, suggests 
that this small painting is a design for the painter himself 
and hardly a “modello” to be shown to whoever had com- 
missioned the altarpiece. Broad shafts of light from the 
clouds divide the vision of God the Father from the group 
of the Virgin with the dead Christ in her lap, holding the 
heart pierced by the seven swords. From the clouds sweeps 
down the Holy Ghost; St. John and angels surround the 
group. The colour scheme of this sketch is heavier than 
usual ; a light red instead of pink, while yellow and blue in 
deeper shades enhance the solemn character. 

Although a satisfactory chronology of Pellegrini’s work has 
not yet been established, the ten pictures illustrated are ar- 
ranged in what may be an appropriate order of date, with 
the possible exception of the sketch for the Holy Trinity 
(Fig. X) which seems to show rather more of the influence of 
Luca Giordano than one would expect in a late work. For 
the rest, the castle Bensberg decorations (Fig. I) of 1713/14, 
show Pellegrini dependent on a tradition deriving from 
Veronese and shared by his most distinguished Venetian 
contemporary, Sebastiano Ricci. Maturity brings more amply 
conceived forms, and in particular the submersion of sharply 
accented contours under a fluid pattern of light and shade. 
Later, the influence of Tiepolo makes itself felt—but the 
influence may not necessarily have been all one way ; for 
the loose construction and the vigorous play of light, which 
are characteristic of Pellegrini at his best, ante-date by a 
good many years the analogous effects in some earlier works 
by Tiepolo. 

In England the work of Pellegrini has hitherto been under- 
rated ; he has been thought of almost solely as a decorator, 








SOME PAINTINGS BY PELLEGRINI 


Fig. VIII. A Mythological Scene, with Bacchus, Nymphs, and Satyrs. Canvas 304 x 594 ins. 
In the Collection of Paul Wallraf, Esq. 
and on the evidence of his paintings at Castle Howard and 
Kimbolton he has inevitably suffered from an almost un- 
conscious comparison with the greater genius of Tiepolo. 


But the easel paintings discussed here, several of which have 
not been reproduced before, serve to remind one of 
Pellegrini’s originality. He is important as a fore-runner— 
a link, with a quality all his own, between the late Baroque, 
and the full splendour of the Venetian XVIIIth century. 


Fig. IX. Mars and Venue. Canvas 343 x 443 ins. 
Courtesy Old Masters Gallery. 


Fig. X. The Holy Trinity. Sketch for an altarpiece. 
Canvas on cardboard, 18 x 14 ins. 
In the Collection of Dr. Otto Burchard. 





Painting, 1957. 





Collection Conte Giuseppe Panza, Milan. 


RENE LAUBIES 


N espace indéfinissable mais vaste et sans atteinte, une 


longue perspective intemporelle: c’est-la, en bref, la 
description des toiles de René Laubiés. Alors que ses dessins 
essentiellement dynamiques progressent par élans, ses toiles 
étendent une quiétude infinie et atteignent a la plénitude 
formelle par la grace d’un méme mouvement naturel et 
réfléchi. 

Une méditation que ne fixe la précision d’aucun détail est 
sans repéres. Elle glisse vers un état méditatif. Contem- 
plation silencieuse, cette réverie inquiéte et sereine survole 
les aspérités du réel et ne retient des apparences que les sug- 
gestions qui en ont la résonance. Cette immensité intime 
appelle un infini sans épaisseur, sans expression ni représen- 
tation pittoresques. Rien dans les toiles de Laubiés ne situe 
existence inédite de l’instant. Tout y est longuement 
fugitif. Une fluidité, une transition, un passage approchent 
un cheminement continu, des mouvements lents, une suite 
sans heurts de fragilités et de certitudes. 

Il n’y a pas d’horizon restreint. Le respect du vide fait 
basculer au coeur de cet espace apte a concilier toutes les 
fictions de la perspective l’ambiguité d’une perpétuelle 
absence. La fausse monochromie des couleurs assure la 
stabilité d’accords fluides et l’harmonie de leur nonchalance. 
Les couleurs, appliquées sur du papier glacé avec une petite 
brosse dure, écrasées a la lame de rasoir avec une adresse 
retenue, sont fines et lucides. Roses, opales, lavandes, elles 
évoquent des nostalgies sans regrets. I] s’y attache un regard 
sans jugement. La transparence de ces couleurs, leur 


simplicité, la frontalité des traces de pinceau retiennent un 
frémissement mis a plat: la vie vivante est passée au laminoir. 





Par JEAN YVES MOCK 


Le silence, le repos, l’infini, toute chose sans poids qui 
appelle une luminosité sans éclat oriente un certain détache- 
ment. Dans cet exercice esthétique, une vision est présente 
mais 4 la maniére de souvenirs oubliés qui se superposent en 
transparence. Transition entre le réel et le souvenir, les 
toiles de Laubiés sont une incantation, une transposition 
idéale qui garde l’essence des impressions. Parfaite co- 
ordination de la lucidité et de l’abandon, de la conscience et 
de la volupté, c’est l’art de ce qui est dit sans étre dit ; 
le refus de l’objet n’est pas un adieu au réel. 


[René Laubiés was born in Saigon in 1924, and he has 
lived in both Indo-China and Morocco. He now divides his 
time between Paris and Nice. Since 1950 he has held 
numerous one-man shows in Paris, Germany, Italy, and the 
U.S.A., in addition to participating in group shows in Europe, 
the U.S.A., Mexico, and Japan. In 1954 he won the Fénéon 
Prize, and in 1956/57 he was visiting professor at the 
University of Alabama. 

Works by Laubiés may be seen at the Galerie Paul 
Facchetti, Paris: Galerie Apollinaire, Milan: Alexander 
Tolas Gallery, New York. 


Literature: Laubiés by René Déroudille, New York, 1957: 
Art Moral by fFulien Alvard, Paris, 1957: Ecole de Paris 
(II), Editions G. Fall, Paris, 1958: Dictionnaire de |’Art 
Abstrait by Michel Seuphor, Paris, 1957: Aventure de |’Art 
Abstrait by M. Ragon, Paris, 1956: Art Indépendent by 
Pierre Courthion, Paris, 1958. To be published in 1959: 
Laubiés by Claude Riviére and Guido le Nocci: Dessins de 
Laubiés, Editions P. 7. Oswald, Paris. | 
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Fig. I. Painting, 1958. 
Studio Paul Facchetti. 
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Fig. II. Painting, 1958. 
Studio Paul Facchetti. 
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NOTES FROM PARIS AND LONDON 


TaL-CoaT AT THE GALERIE MAEGHT 

UNTIL 1945, the end of Tal-Coat’s long figurative period, 

his painting was solid, his compositions classic and his 
line vigorous. His work was generally highly coloured ; blues 
and rather hard reds predominated. His imagery recalled fairly 
directly the life of the painter—the son of a Breton fisherman, 
he began to paint at an early age under the influence of the 
painters who spent their summers in the little port where 
he was born. But twenty years of figurative painting cannot 
be summed up in a formula. Tal-Coat, like Pignon, was born 
in 1905. At the beginning, their art was solidly based on the 
work of the Fauves and the Cubists plus a certain light poetic 
sense which respected the hierarchy of the genres—and Pignon 
is still faithful to these concepts—without ever going very far 
beyond literal realism. In a large number of Tal-Coat’s early 
canvases, one has the feeling that the extremely disciplined 
realism did not escape a purely descriptive figuration. One 
saw an anecdote, or a landscape, but the imagery remained 
academic, workmanlike, and somehow empty. Progressively, 
however, the object disappeared. The acuity and the rein- 
forced precision of the realistic finish grew indistinct: Tal- 
Coat’s painting suddenly closed its eyes to the outside world. 
The colours remained terrestrial and suggested impressions of 
landscapes, earth, light on country walls. But ideas, which 
were too often absent from his older canvases, suddenly ap- 
peared. It was during this period that Tal-Coat lived in 
seclusion at the Chateau Noir at Aix-en-Provence. His painting 
became ever more subtle, ethereal, evanescent, and imbued with 
light. His art comes close in some of his recent canvases to a 
rather woolly malaise. But the better pictures give off a poetry 
which is full of reflections on the gracefulness of a supple, 
free, and lyrical abstraction. What was so curiously lacking 
in his early work has now become manifest: a transfiguration 
of the real, an integration of a sense of emptiness with pictorial 
space, a kind of spiritual and plastic metaphor in a chromatic 





Fig. I. César. Sculpture. 
Galerie Claude Bernard. 








By JEAN YVES MOCK 





Fig. II. Busse. Travaux, 1959. 46 x 46 cms. 
Galerie Ffacques Massol. 


orchestration of a dematerialised reality. Tal-Coat’s oeuvre 
is without boundaries: less hermetic than secret, it is laconic 
and rewarding. 


ARP AT THE GALERIE DENISE RENE 


The markedly poetic oeuvre of Jean Arp is composed of 
drawings, reliefs, poems, collages, and sculpture, and as a 
sculptor, he is one of the most important artists of the century, 
along with Brancusi and Gonzales. This exhibition contains 
over a hundred recent works. They express with a rare 
felicity Arp’s humour and joyfulness. Serious and playful, 
humble in aspect and material, his work is a unique expression 
of the prophetic, the familiar, and the spiritual. The opening 
of the exhibition coincided with the publication of the latest 
volume in the series Musées de Poche. This book, published 
by Gecrges Fall, is the most intelligent so far devoted to Arp. 
It was written by one of the younger French art critics, Jean 
Cathelin and it seems to me that it describes most acutely the 
essential quality of Arp: “He is the opposite of a systematic 
intellectual” Cathelin writes, “He is like a sensitive plate 
which records and translates the movements of his time. But 
since the message of this'artist—in direct communication with 
the natural universe that is masked by the human world— 
has not been understood, he appears as a precursor and a 
prophet”. 


BISSIERE AT THE MUSEE D’ART MODERNE 


A year after his great exhibition at the Stedelijk Museum 
in Amsterdam, Bissiére is enjoying his first important retro- 
spective exhibition in France. He is now seventy-one, and 
the success of his recent works indicates the level of his 
achievement. This exhibition at the Musée d’Art Moderne 
contains 120 paintings, and shows us the slow evolution of a 
discreet and winning talent which until very recently has been 
both famous and misunderstood. Bissiére was very closely 
linked with André Lhote and Georges Braque. Until 1938 
he taught at the Académie Ranson, behind the Luxembourg, 
and among his pupils were Manessier, Le Moal and Bertholle. 
His painting was directly attached to that of the masters who 
had influenced him in his youth even though they were not 
much older than he. In 1938 he left Paris to settle in the 
Lot-et-Garonne. The colours of the moors, the meadows and 
the forests which surround this fresh and delicately luminous 
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Fig. III. 


Head of the God Xipe Totec. 
Galerie Charpentier. 


Pre-Columbian. 


region thereafter became part of his palette. He was blind 
for a time and after he was cured, his art became more and 
more distilled and non-figurative. His painting has remained 
non-figurative but today we can see that its qualities are 
traditional and French: it is humble and intelligent, never 
dogmatic, harmoniously tuned to the simple emotions inspired 
by silent meditation before the spectacle of reality which is 
thereby freely and discreetly transcended. 


CESAR AT THE GALERIE CLAUDE BERNARD 


César’s work is becoming more rigorous ; at the same time 
it gains each year in richness. Several years ago, his reliefs 
seemed a little anecdotal and his nudes and animals appeared 
to hesitate between a fallen myth and an anachronistic pastiche 
of objects either lost for centuries at the bottom of the sea or 
miraculously disinterred to comply with the new existential 
metaphysics. These admirably constructed truncated nudes 
displayed brilliantly César’s unique skill in iron work. They 
would no doubt have astonished Gonzales as they have always 
fascinated Picasso. César’s contemporary sensibility rendered 
more telling his jagged approximations of the art nouveau 
style. His current exhibition at the Galerie Claude Bernard 
shows us that there has been a change. The recent sculptures 
are devoid of that anecdotal element which, if one remembers 
his exhibition in London last year, illustrated the themes of 
soaring man and of the nude in order to explore a spiritual 
content that was masked by the figurative tradition. Here 
greatness takes on an obvious dimension. The instinct of the 
ironworker now transcends his own technique and the more 
rigorous improvisation of his material. The realistic disguise 
slowly disappeers ; César’s sculpture has finally discovered its 
own autonomy, its richness, its own world. 


BUSSE AT THE GALERIE JACQUES MASSOL 


The paintings of Busse are constructed by planes, by touches 
of colour. These spots of colour remain visible ; they are 
geometric and create an intuition of space in depth like archi- 
tecture. There is nothing hesitant or perplexed in this range 
of continuous tones. Busse’s work, without contradictions, is 
explicit ; it has, in a way, now reached the turning-point where 
Mondrian found himself in 1912. 


PRE-COLUMBIAN ART AT THE GALERIE CHARPENTIER 


In the past few years pre-columbian art has become fashion 
able. After being shown at the Pinakothek in Munich, and 
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Fig. IV. 
Collection Prince and Princess Guirey, London. 


FAUTRIER. Lignes Droites, 1958. 29 x 363 ins. 


the Zurich Museum, this exhibition, now at the Galerie 
Charpentier in Paris, will go to The Hague and thence to the 
Tate Gallery. It is made up of a remarkable ensemble of 
sculpture, mosaics, statuettes, and a fine selection of gold 
jewellery. These works have been selected from the collections 
of 32 museums and over 50 private collections all over the 
world. The present exhibition complements and in a manner 
completes the various national exhibitions seen in Europe these 
last years, and it enables us to follow the evolution of Pre- 
columbian art and to determine its different styles according 
to the epochs and regions of its origin. 


L’ART EN CHAMPAGNE AT THE ORANGERIE DES TUILERIES 


The idea behind this exhibition is perfectly valid: to make 
known more widely the glories of Champagne and its two 
great art centres: Reims (in the XIIIth century) and Troyes 
(at the time of the Renaissance). Some pure and authentic 
regional works have been gathered together, others have been 
added for historical reasons. But these pieces, although very 
beautiful, do not really evoke or reflect the beauty of Gothic 
architecture. Six cathedrals and a host of churches built be- 
tween the XIth and the XVIth centuries display that mixture 
of realism and mysticism which constitutes the essence of the 
art of Champagne. But a few bas-reliefs, and some sculptured 
capitals arranged with taste and ingenuity do not take us 
beyond their own beauty. The ballet shoes of Taglioni tell 
us nothing of the greatness of her art. These sculptures are 
very fine in themselves but they do not help us to form a 
mental picture of the glories of Champenois architecture. 


FAUTRIER AT THE HANOVER GALLERY 


Fautrier’s oeuvre began under the influence of French Ex- 
pressionism of the early 20’s, with its systematic opposition to 
those post cubist painters who divorced art from even the 
most rudimentary concern with subject, and whose mania for 
impersonal lyricism excluded confession, confidence and the 
spontaneity of abandon. Fautrier’s sensibility was made for a 
subjective art, which, if not hostile to intellectualism, was at 
least open to a world of allusions, of immediate sensations, and 
an almost fantastic rapport with reality. Fautrier’s now fluid, 
now clogged style does not retain a captive image but rather 
proposes a flight of involuntary images. With him it is a 
question of contiguous, flat impressions, of a freedom and a 
magic that belong to memory more than to realism. It was 
the moment when, in 1932, he gave up oil painting on canvas 
that he conquered that particular, inimitable style which is 
today connected with his name and of which the current 
show at the Hanover Gallery displays some particularly re- 
markable examples. Ever since 1932, Fautrier’s technique has 
been to use fresh white pigment applied with a knife on several 
thicknesses of pure rag paper which he has previously glued 
on to a canvas. The oil is absorbed by the rag paper leaving 
the pigment in very high relief. Fautrier’s technique, meticu- 
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HENRI MarTIN. Ombre de la Maison, 1957. 
32 x 26 ins. 
Kaplan Gallery. 


lously perfected, made up of mysteriously chosen ingredients, 
is completely integrated with the sensibility that governs and 
possesses it, that gives and immediately withdraws a direct 
vision, a hallucinatory harmony, a figurative allusion rejected 
as soon as glimpsed. By the unity of its evolution Fautrier’s 
ceuvre has in part determined the evolution of contemporary 
art. Informelle since 1928, one can see that his pastels had 
already at that time a great freedom of conception. The 
gesture of painting or drawing does not correspond to any 
figurative description ; it remains a pictorial handwriting which 
goes beyond painting. This pictorial calligraphy was to inspire 
Hartung twenty years later. 


HENRI MARTIN AT THE KAPLAN GALLERY 


Henri Martin was born in Toulouse in 1860. At a very 
early age he came to Paris, and in 1879 he began to study with 
Jean-Paul Laurens, a painter who was famous in his time for 
his numerous historical frescoes. In 1880, Martin exhibited 
at the Salon de Paris, and in 1883 his painting “Francesca da 
Rimini” brought him fame. It also brought him a gold medal, 
the first of the many he was to win in his long official career. 
Indeed, Henri Martin was eventually to achieve the honour 
of having one of the most elegant avenues in Paris named after 
him. He died in 1943, but before his death fame had long 
since deserted him. Recently, however, critics have discovered 
that he painted many charming landscapes, still-lives, and 
flower pieces which possess a Seurat-like charm. Completely 
unlike the rather tiresome official portraits and commissions 
which won him so many medals, these minor works have all 
the grace and quality of the little master. 


MarcEL MOULY AT THE FROST AND REED GALLERY 


Marcel Mouly painted his first picture at the age of seventeen 


—an impressionist seascape. It was quickly covered over, 
however, because he had only one canvas to paint on. This 
anecdote is unimportant, perhaps, but today Mouly’s personal 
and ingratiating style has retained at least one aspect of im- 
pressionist painting, the sense of light. The sun on the lagoon 
in Venice, the port of Copenhagen, a Moroccan interior: in 
the diversity of locales, of climates, and of themes the same 
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Fig. VI. Marcet Moury. Chioggia. 65 x 50 cms. 
Frost and Reed Gallery. 


pictorial and luminous variations are expressed that one finds 
in Mouly’s former masters, Villon and Pignon. 


NINA TRYGGVADOTTIR AT THE DRIAN GALLERY 


Icelandic in origin, cosmopolitan in education, Miss 
Tryggvadottir was perhaps most marked by her contact with 
Fernand Léger, whose pupil she became in New York in 1943. 
The canvases in her current exhibition are representative of 
her best work of the last ten years, and display the continuity 
and evolution of her oeuvre. Air moves freely between the 
slabs of colour. Miss Tryggvadottir has also worked in stained- 
glass. The windows on show reveal a sense of composition 
which is simple without being austere. Her style respects the 
linear and synthetic qualities of this medium. For once, here 
is a woman painter whose work is neither precious nor over- 
refined. Her paintings are robust, highly-coloured and earthy. 


A. S. PHELPS AND C. BOUMEESTER AT THE 
CHILTERN ART GALLERY 

After the fine exhibition of watercolours by Louis Wilde, the 
Chiltern Art Gallery is now showing a selection of wood-cuts 
by Arthur S. Phelps. He displays in this restricted medium 
much ability and a very fine technique. Christine Boumeester, 
born in Java of Dutch parents in 1904, now lives in Paris and 
is generally considered to be a French painter. Her delicate 
and serene watercolours express an inner lyricism. This is 
her first exhibition in London and is gives a favourable idea 
of her work. 


BoHUSZ-SZYSKO AT THE GRABOWSKI GALLERY 


The Grabowski Gallery, 84 Sloane Avenue, Chelsea, is Lon- 
don’s newest art gallery. Its first important exhibition is of 
works by the Polish painter, Marian Bohusz-Szysko. Born in 
the province of Vilno, Bohusz-Szysko is an expressionist. His 
generous and warmly human compositions generally have 
religious themes, making use of a particular group of tradi- 
tional symbols. He has chosen those centering around the 
theme of the Dying God, in the particular form in which it 
is expressed in the four Gospels. Bohusz-Szysko has taken 
these familiar stories and succeeded in infusing them with 
power and authenticity. 














GAUGUIN AT THE METROPOLITAN MUSEUM 


\¥AUGUIN became a legendary figure by yielding to the 
temptation of every man to escape the pressures of civiliza- 
tion in a tropical paradise. The exhibition organized by Theodore 
Rousseau, Curator of Paintings at the Metropolitan, and shown 
in New York and Chicago was a particularly well balanced 
selection of works from almost every phase of his career and 
it gave one the opportunity to see paintings in private collec- 
tions not ordinarily available to the public. 

Gauguin’s career in painting began as an avocation in 1871 
when he was working in the brokerage house of Bertin, whose 
portrait by Ingres is so famous. He was attracted to the Im- 
pressionists very soon after he started, and although his first 
paintings were in the manner of Corot, by the 1880’s he used 
Impressionist techniques and exhibited with them. He gave 
up the brokerage business to become a full-time painter in 
1883 and he moved to Rouen where he hoped to establish 
himself as a portrait painter. The portrait illustrated was 
executed in 1884 in Rouen. It shows a complete understanding 
of the latest Impressionist techniques and the influence of 
Pissarro who was then residing in Rouen. Later in 1884 
Gauguin left France to try his luck in Copenhagen where his 
wife’s family was influential, but this, too, was a failure. 
His first attempt to escape civilization at Pont-Aven was 
followed shortly by a trip to the Caribbean where he 
hoped to be free to find himself and paint. [Illness forced 
his return, but he had begun to develop a style of unusual 
colour and flat forms influenced by primitives and oriental 
art. He had by this time become articulate and was a respected 
figure in the avant garde. He returned to Pont-Aven in 1888 
and 1889 when he painted several of his best known primitive 
Christian pictures, bright in colour with an emphasis on out- 
lines. In 1891 he went to Tahiti for the first time and there 
he developed his particular linear style based on Japanese 
prints, and primitive art. The late, mature works by Gauguin 
are important both esthetically and historically because they 
show so clearly the change in the sources of the modern artist. 


WILLEM DE KOONING AT THE SIDNEY JANIS GALLERY 


De Kooning has been one of the most influential painters on 
the American scene. With Jackson Pollock he led the younger 
post-war generation of painters to abstract expressionism and 
through the years each change in de Kooning’s style has been 
reflected in the work of younger and less confident men. Born 
in the Netherlands in 1904, de Kooning had some training 
at the Academy in Rotterdam before migrating to America. 
The Academy acquainted him with the principles of “De Stijl’, 
against which he later reacted in creating his violent, personal 
style. 

De Kooning’s abstract work has always been quite exciting. 
Large, violent strokes in strong colours arranged to shock have 
dominated his canvases. Completely abstract compositions 
in which associations are nearly impossible to make have given 
way to a re-introduction of subject matter. He did one group 
of women, in compositions of bright pretty colours which 
were dependent on the sharp thick strokes for their power, and 
the effect was brilliant. These canvases are such apt statements 
in colour and texture that form is secondary even though it 
is important. In the present selection of paintings, as in the 
work of many of the younger painters for whom he is the 
mentor, de Kooning has shifted to landscape, but again, 
primarily he is an abstract painter whose statements are made 
by creating a special world of colour and texture in which 
suggestion of real forms plays a secondary role. The power 
and the feeling of each of his canvases is the result of what is 
abstract about the pictures and the basis in reality serves as a 
very fine point of departure or general explanation of the 
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Fig. I. Paut GauGuin. Portrait of a Man, 1884. 257 x 18 ins. 
Exhibited at the Metropolitan Museum. 
Lent by Mr. and Mrs. William B. Faffe, New York. 


shapes discernible. His approach seems the reverse of earlier 
expressionism in which real forms were distorted to exaggerate 
the emotional impact. In that kind of painting each picture 
was a consistent recording of a scene or object in terms of a 
specific kind of distortion. De Kooning freely exploits what 
he chooses to make a composition that has meaningful frag- 
ments of landscape in his very special context of large, con- 
trasting forms. The associative element is present and im- 
portant but not as sentimental a device as it was in the female 
studies. ‘Park Rosenberg” is a powerful abstract statement 
(that should be seen in colour). Its basis on a real scene is a 
factor that strengthens the impact of the colours and textures 
applied with vitality. 


ArT: USA: 59, AT THE COLISEUM 


A monumental presentation of the American art scene for 
the general public, Art: USA: 59, was offered in New York’s 
largest exhibition hall, the Coliseum. Painting, sculpture, the 
graphic arts and crafts were shown in a comprehensive, almost 
overpowering exhibition that included work in every style. 
Paintings were chosen by polling a group of fifty artists of 
reputation. They were asked to select who they considered 
were the four most important artists active in America today, 
and from their suggestions a list of about two hundred artists 
was made up. These artists were invited to contribute up to 
three pictures each to be hung on a wall space eight feet high 
and sixteen feet wide. Thirty sculptors were chosen to com- 
plete the main part of the show. For graphics and crafts a 
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PauLt GAUGUIN. Words of the Devil (Parau Na Te 


1892. 


Exhibited at the Metropolitan Museum. 
Lent by Governor and Mrs. W. Averell Harriman. 


Varua Ino). 37 x 2732 ins. 


prominent man in each field was asked to make a selection. 
To broaden the picture, a selection of painters and sculptors 
who were prominent in Regional shows was made, a varied 
group of collectors were asked to show their favourites, and 
art owned by industry was shown. The exhibition had the 
merit of generally including a few examples by the artists 
represented instead of just one. It was comprehensive and 
there were few omissions, but the variety was bewildering, and, 
to be unbiased it was necessary to give equal representation 
to all the artists showing. This tended to make the less im- 
portant works qualitatively take up too much space quantita- 
tively, and this was at times dull. The fascinating lesson for 
the New York gallery visitor is. the extent that representational 
painting continues to be significant. Many adequate, some- 
what talented artists continue to paint in the style they used a 
few decades earlier. Romantic, purely surrealist painting, belated 
inpressionism, handled with proficiency can be most appealing 
and seems to play a significant role in the American art scene. 
As in the contemporary novel, the abnormal is important in 
much representational work, with the resultant compositions 
quite similar in feeling, if less poignant, to the abstract. The 
exhibition was an opportunity to see interesting work by new- 
comers as well as established painters in a very well-rounded 
selection of artists active today. 


THE D1AL COLLECTION AT THE WORCESTER MUSEUM 


The Dial was a prominent art and literary magazine from 
1920 until it ceased publication in 1929 and during that time 
it was an important influence on American taste in the arts. 
The Worcester Museum has organized an exhibition of works 
that were reproduced in the magazine and its offspring, the 
portfolio of reproductions, Living Art which is highly reveal- 
ing of one segment of advanced taste in the twenties. The 
Dial published new and established artists and writers and was 
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the arbiter of what was important for many young intellectuals. 
The choice is of particular interest because it reflects definite 
ideas on the visual arts. Almost nothing abstract interested 
the editors of The Dial. Lipchitz and Brancusi came the 
closest to abstraction in sculpture represented, and in paint- 
ings, oddly enough, the poet E. E. Cummings, contributed the 
only non-objective work at the exhibition. Sound by him 
was the single example of this type. It was a composition in 
flat, bright poster colour that was reminiscent of synthetic- 
cubism. More interesting was the selection of works more 
consistent in taste. To some extent established artists were 
included, and Cezanne, Matisse, Derain, and Picasso, who 
had been introduced to Americans earlier, were represented 
from time to time. The emphasis continually was on repre- 
sentational art, and expressionism was the contemporary 
tendency preferred. Chagall found favour with the editors 
and “It is Written”, a 1911 gouache study of a bearded 
Hebrew scholar rendered primitively against a yellow wall 
and a dark green curtain was reproduced in a 1922 fortfolio, 
while other paintings he did were acquired and used in both 
The Dial and Living Art. German expressionism and its 
post-war development, “Neue Sachlichkeit”, were shown 
frequently. It is interesting to see among the drawings a 
number of artists’ names now unfamiliar on work that is of 
high quality. The Americans represented in the magazine 
were a good cross section of those prominent and about to 
become prominent. Some, like Adolf Dehn, are seen in their 
formative years working in the idiom of Europe, while others, 
such as John Marin, were represented by paintings close in 
spirit to typical examples of their style. The Americans 
prominent at the time were equally insistent on retaining 
representationalism, and where the influence of the cubists can 
be discerned it is generally assimilated into a more conservative 
style, as in Demuth, Hartley, and O’Keeffe. The correlation 
between the style of Americans active in the twenties and the 
art chosen by discriminating members of the avant garde at 
the time is close, and from a study of this important taste- 
maker, we can acquire a more profound understanding of 
American taste and style in the early days of the modern 
movement. 


Fig. III. WILLEM DE KOONING. Park Rosenberg, 1957. 
80 x 703 ins. 
Sidney Fanis Gallery. 

















CERAMIC CAUSERIE 


A POTTERY DISH 


The dish, or charger, shown above presents a number of 
interesting features worthy of discussion. It is made of a 
yellow-coloured tin-glazed pottery with the back covered in a 
thin coat of pale buff glaze, and the lady holding the dispro- 
portionately large flower is painted in blue, yellow, iron-red 
and manganese. At first sight it might seem to date from the 
mid-XVIIth century, and there would appear to be little reason 
why it should not be considered a Lambeth or Bristol produc- 
tion. Many of the surviving dishes of that date are of similar 
shape, are painted with comparable figure-subjects, and have 
their backs coloured in a like manner. 


However, the dish in question has features that differentiate 
it from the XVIIth century English examples: the curious 
flower, the arabesque to the left of the lady (perhaps repre- 
senting the sun?), and the costume worn by the lady herself. 
The dress, although it has an early appearance which is en- 
hanced by the simplicity of the drawing and colouring, has a 
perplexingly late air about it. A portrait of a lady rather 
similarly attired, wearing a “closed robe with plain robings’, 
painted by Thomas Hudson in about 1750, is in Bristol Art 
Gallery and is reproduced in C. Willett and Phillis Cunning- 
ton’s Handbook of English Costume in the XVIIIth Century 
(No. 105, page 292). 


It is probable that this dish was made in Northern France 
at the town of Hesdin, south of Calais, and nearer 1800 than 
1700. Here, and at other places in the area, rather coarse 
wares of the “Peasant” type were made during the latter part 
of the XVIIIth century and the first quarter of the XIXth. 
W. B. Honey records that “the decoration (which includes 
military scenes with horsemen) is of Dutch rather than French 
type ; it is either in blue or in colours, with manganese pre- 
dominating, and the backs of the plates and dishes are covered 
with a dull yellowish lead-glaze”. Examples are to be seen in 
French museums, and at the Musée Ceramique at Sévres is a 
tile inscribed “Manufacture d’Hesdin 1820”. The presence of 
any kind of mark on these wares is a rarity and, in consequence, 
some of the productions of the Pas de Calais factories may 
easily be confused with earlier and rarer examples from potteries 
of other countries. 


A REFERENCE TO WORCESTER 


Edward Cave (1691-1754) is remembered as a printer and as 
the original publisher and editor of the Gentleman’s Magazine, 
which issued from 1731 in monthly parts from St. John’s Gate, 
Clerkenwell, under the guidance of “Sylvanus Urban”. Of 
Cave, Samuel Johnson wrote: “The fortune which he left 
behind him, which though large, had been yet larger, had he 
not rashly and wantonly impaired it by innumerable projects, 
of which I know not that ever one succeeded”. Almost all of 
Cave’s “innumerable projects” are now forgotten, but it may 
be recalled that he was one of the original shareholders in the 
Worcester Porcelain Manufactory when it was founded in June, 
1751. In the following year, in August 1752, the Magazine 
printed a well-known woodcut illustration of the works, to- 
gether with a note, which read: “A sale of this manufacture 
will begin at the Worcester music meeting, on Sept. 20, with 
great variety of ware, and, ’tis said, at a moderate price”. 

In March 1763, the Gentleman’s Magazine printed “Some 
Account of the Life of the celebrated French Academist 
Monsieur de Reaumur’, by an anonymous contributor. This 
lengthy article outlined many of Reaumur’s scientific investi- 
gations, and commented on the fact that “he invented the art 
of making porcelain”. The writer referred to the Frenchman’s 
experiments with European and Chinese porcelains, and to his 
soft-paste composition which received much publicity in the 
XVIIIth century. 

A month later (April 1763—volume xxxiii, page 190), the 
Magazine printed another unsigned article that dealt briefly 
with Reaumur’s porcelain experiments, and proceeded to sum- 
marise in detail the essential properties of china, as follows: 


“To have a body fine and white 
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Pottery Dish. 


Probably French. Hesdin, c. 1800. 


To be tough enough to resist the force of expansion ex- 
cited by partial heat, and 

To be glazed with a substance that will expand and con- 
tract in the same degree, and that has also the same degree 
of tenuity”’. 


The author continued by comparing the products of European 
factories, and stated that “We have, indeed, here [in England], 
many other manufactories of porcelain which are sold at a 
cheaper rate than any that is imported; but, except the 
Worcester, they all wear brown, and are subject to crack, 
especially the glazing, by boiling water: the Worcester has a 
good body, scarce inferior to that of Eastern China, it is 
equally tough, and its glazing never cracks or scales off. But 
this is confined, comparatively, to few articles ; the tea-table, 
indeed, it compleatly furnishes ; and some of it is so well 
enamelled as to resemble the finest foreign China; so that it 
makes up costly setts that are broken, without a perceptible 
difference: But from whatever cause this manufacture has 
never found its way to the dining table, except perhaps in 
sauce-boats, and toys for pickles, and hors d’oeuvres ; if the 
cause of this defect was communicated to the public 
perhaps the Society for encouraging Arts &c. might think it 
an interesting object of their attention... ”. 


The article has been quoted in part by Marryat and more 
modern writers, who comment that it was written probably to 
invite some form of patronage by the Society of Arts. That 
may be so, but it is noteworthy also from another angle. 
Remembering that it appeared in 1763, it would seem that 
either the Worcester factory was less advanced in the variety 
of its products than we suppose, or the writer was more 
ignorant of their output than he admitted. He makes no 
mention of vases, cabbage-leaf jugs, pierced baskets, pot-pourri 
jars, or many of the other items that are known to date from 
about 1760. Further, there is no word whatsoever of the 
recently-invented art of decoration by the use of engraving ; 
a process introduced in 1757 and then in full employment 
both in black and lilac and in underglaze blue. One might 
have expected that this revolutionary technique, employed with 
such success at Worcester, would have been credited to the 
factory and acclaimed as an important British invention. 

Finally, it may be added that Marryat and others quote the 
two articles from their appearance in the volume of the Annual 
Register for the year in question, and do not seem to have been 
aware that they made their first appearances in print elsewhere. 


GEOFFREY WILLS. 
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THE PALACE OF THE BYZANTINE EMPERORS 


The Great Palace of the Byzantine Emperors. 


By PETER E. LASKO 


2nd Report, edited by David Talbot Rice. 


The Edinburgh University Press. £7 7s. 


I™ is in Constantinople, the centre of the Byzantine Empire, 

and especially at the Great Palace of the Emperors that 
we may hope to find answers to some of the most important 
problems of the development of Byzantine Art. An art, which 
suffers perhaps more than any other, from the difficulty of dis- 
tinguishing the provincial from the metropolitan, the traditional 
and conservative from the latest and most progressive. Constan- 
tinople was the capital of an Empire that embraced in its 
boundaries ‘provincial’ centres that time and again threaten— 
in the writings of our more imaginative scholars—to overshadow 
it, and the court of the Emperors itself. 

But what about Constantinople, and the art of the Imperial 
court ? There seems no doubt possible now that a variety of 
styles was at all times current contemporaneously—a fact that 
we must try to explain, both by the geographical position of 
Constantinople as a European gateway to the East and by the 
peculiar historical phenomenon of a city, with its own tradi- 
tions, raised to eminence suddenly, dramatically and artificially. 
As more of the evidence becomes available, and the second 
report of the excavations on the site of the Great Palace reviewed 
here makes a considerable contribution, it becomes increasingly 
clear that the court itself was responsible for an extreme con- 
servatism in art. This picture has already gained conviction in 
the work of many scholars in the art-historical field, especially 
Weitzmann and Buchthal. It is in no small measure due to 
them that the concept of the ‘Macedonian Renaissance’ is so 
well established—a Xth century ‘Renaissance’ of an illusionistic, 
thoroughly classical style. But if we are ever likely in the 
future to quarrel with this concept at all, it might be with the 
term ‘renaissance’. We can not dispute for example, Vasiliev’s 
early VIth century date for the Archangel Michael ivory in 
the British Museum or the VIIth century date of such control- 
stamped silver as the Maenad plate from Perm, now in the 
Hermitage—all no doubt Constantinople work. Are such 
works of art also evidence of the intermittent ‘re-births’ of 
classical styles or are they not rather stepping stones in the 
tradition of a conservative Imperial school, where the classical, 
the hellenistic, the humanistic tradition—call it what you will— 
cantinued for centuries, as indeed in the same area a hieratic, 
schematized art was to continue for an equally long period 
later ? 

It is in this context that the excavations of the Great Palace 
are of such importance. Do they give us the indisputable evi- 
dence from the vital IVth to VIth centuries that we seek ? It 
would be as misleading to say that they do as it would be 
superficial to say that they do not. 

The authors of the second report, under the editorship of 
Professor David Talbot Rice have given us a painstakingly 
exact picture of their work and their results, profusely illus- 
trated, and on the whole clearly and concisely stated by word, 
drawing and photography. One must add that they have also 
been served so well by their printers, the Edinburgh University 
Press, that the volume is a joy to handle and to read, giving 
us as it does, collotype and colour reproductions of the finest 
quality of the new mosaics discovered in the seasons of 1951-54, 
as well as excellent half-tone and line illustrations, the latter 
beautifully drawn by Dr. Spencer Corbett and Miss Sheila 
Gibson. The reproduction on the opposite page is one of the 
four colour plates to be found in the book. 

It is inevitable that we should compare the results now pub- 
lished with those of the pre-war excavations of 1935-38 
published in 1947 by Martiny, Stevenson and Brett. At first 
sight, the modesty of Professor Talbot Rice and Mr. Ward- 
Perkins, who are responsible for the bulk of the report, leads 
one to suppose that very little that had not been already re- 
ported earlier had been achieved in the renewed activity on the 
site. In fact a great deal has been accomplished and the first 
report has virtually been superceded. Two points are of 
outstanding importance. First, the extremely complicated sub- 


structures of the buildings to the south-east of the peristyle (in 
Part quite new discoveries) and their relationship to each other 





and to the peristyle and the earlier by now quite famous 
‘paved way’ are now far more clearly recorded, giving us facts 
that are of the greatest importance in the attempts that have 
been made to identify these remains with the help of literary 
sources. Secondly, the removal of the fragmentary mosaics 
in the south-east walk of the peristyle, resulted in the discovery 
of earlier foundations and a capital of a building that bears no 
relation to the whole lay-out of the Palace and yet must be, as 
proved by associated finds, no earlier than the [Vth century 
and to judge by the capital, may be even later. 


It is hardly possible for me within the limits of this review 
to discuss in detail the many very complicated problems that 
are raised by these finds and that are so ably stated by the 
authors, but it seems now quite clear, in spite of the almost 
excessive caution of the excavators, that we must date these 
buildings, and with them the mosaics of the peristyle, far 
later than the period of Theodosius II (408-450) suggested in 
the first report. If, as seems inescapable, the first lay-out of 
the site, including the paved way and the building that preceded 
the newly discovered ‘centre piece’ of the whole composition, 
the ‘Apsed Hall’, must be attributed to the Emperor Marcian 
(450-57), we are forced to the conclusion, as indeed the authors 
themselves state in the most tentative terms, that the peristyle 
and its mosaics, may be the work of Justinian (527-65) or even 
one of his more immediate successors. 


This would, of course, be of great importance. And it is 
here that the present reviewer may perhaps be permitted to 
admit that to him, the report falls short in one respect of the 
highest standards. Prof. Talbot Rice unfortunately follows 
closely, in his art-historical analysis of the mosaics, the rather 
unsatisfactory pattern set by Brett in the earlier report. The 
range of his comparative material, though it encompasses work 
from the IInd to the VIth century, is restricted to mosaics only. 
Style, however, is not restricted to one technique alone, and 
this kind of restriction is especially to be deplored in a period 
where survivals are such a very small fraction of what was 
originally produced. Prof. Talbot Rice also seems to me to 
emphasise far too much the so-called classical quality of the 
style, at the expense of features which are not only typical of 
VIth or even VIIth century work, but even foreshadow the 
Xth century Macedonian Renaissance. The use of fragmentary 
backgrounds—a kind of symbolic stage setting—the figure style 
as for example in the ‘circus performers’ (plate 29, 1st Report), 
with their heads curiously angled and their strangely ‘pinched’ 
knees and ankles and their somewhat ungainly gait. This is 
not at all unlike the figures in the Joshua Rotulus, the Cosmas 
Indicopleustes Ms. in the Vatican, or even the Paris Psalter 
itself. It is no doubt significant that all these Mss. are recog- 
nised to be close copies of ‘antique’ prototypes—but may we 
now assume that perhaps they are even closer to their proto- 
types than we had dared to hope and that perhaps these proto- 
types were not as ‘antique’ as all that ? The very ‘spread’ of 
subject matter in rather loose form reminds one of the marginal 
illuminations of later Mss. like the XIth century psalter in the 
British Museum (Add. Ms. 19352). It seems a pity therefore, 
that Prof. Talbot Rice does not make use of comparative 
material in other media, such as Mss. illuminations and control- 
stamped silver. 


One more chapter, contributed by Mr. Ward-Perkins, on the 
Structure and Building Methods of Early Byzantine Archi- 
tecture must be mentioned. It goes far beyond what one has 
any right to expect in an excavation report, making brilliant 
use of new knowledge gained on a site, and fully integrating 
this knowledge in its historical context. This chapter forms 
part of a most satisfactory book, which will commend itself 
in its variety, its learning and aesthetic appeal to anyone inter- 
ested in Byzantine Art. Our thanks are due to the authors, 
the excavators and their assistants and not least to the Walker 
Trust of the University of St. Andrews, who made the 
excavations and the publication of the report possible. 
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From “The Great Palace of the Byzantine Emperors”. 


Edinburgh University Press. 








APOLLO 














A History 
of Dutch 


Life and Art 
J. J. M. TIMMERS 


The most comprehensive survey of its kind 
yet to appear, delineating the development 
of Dutch life, domestic, artistic, literary and 
scientific, from prehistoric times down to 
the present day. The visitor who has been 
or intends to go to Holland will find a vast 
amount of information in this book not 
readily available elsewhere. 
580 magnificent photographs, one full- 
colour map and a comprehensive index. 
To be published shortly 70s 
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Book Society Recommendation 


Here, of 


all Places 
OSBERT LANCASTER 


Contains Lancaster's celebrated 
Homes Sweet Homes and Pillar to 
Post with his new survey of the 
architectural riches of the U.S.A. 
‘No nuance relating to the shape or contents 
of our human hutches has escaped his mordant, 
witty analysis.’-—Graham Sutherland. 

Books as palatable, casually informative, and funny 
as this are rare indeed. —Manchester Guardian. 
Illustrated. 21s. net. 





Book Society Choice 
- 
Mani: 
Travels in the Southern Peloponnese 
PATRICK LEIGH FERMOR 


‘This extraordinary book of adventure and encounter, 
fantasy and learning . . . a wonderfully rich book.’ 
Sunday Times. 


‘One of the world’s best travel- 


ling companions.’ The Tatler. 
2nd Printing. 18s. net. 
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PALLADIAN AND OTHER 
VENETIAN VILLAS 


By GuIseprpe Mazzotti. Tiranti £6 15s. 


LTHOUGH the pre-eminent position amongst Italian 
architects accorded to Palladio by the English sometimes 
surprises his compatriots there can be no doubt whatever that 
the palladian villas of the Veneto deserve the very special place 
they occupy in the esteem of those interested in English archi- 
tecture. They were the chief if not the only true begetters of 
a long line of country houses which sprang up all over England 
during the XVIIIth century and constitute one of our greatest 
contributions to European civilisation. The reason for the 
deep impression that these Venetian villas made on generations 
of English gentlemen of that age is not far to seek. Doubtless 
the publication of Leoni’s admirable translation of Palladio’s 
Quatro Libri d’Architectura in 1715 and the missionary zeal 
awakened in Lord Burlington by his second Italian journey 
in 1719 both played their part in creating a vogue for palladian 
architecture in this country, but the abiding change of taste 
amongst the country gentry who built the houses, was brought 
about by the rise of the Grand Tour as the necessary comple- 
tion of an English gentleman’s education. 

Almost every Englishman going to Italy on the Grand Tour 
visited Venice as a matter of course. To arrive at the 
Serenissimo he had to travel down one or other of the two 
great arteries of the countryside to which the Venetian patrician 
families retired in the holiday seasons for the villeggiatura. 
Until the never-too-sufficiently-deprecated decision to link the 
island-city to the mainland was taken in 1841, by far the 
greater number of visitors to Venice embarked at Padua on the 
Burchiello and travelled the last stage of their journey by water 
down the Brenta to the lock at Fusina where they debouched 
on to the Lagoon itself. 

So lined with villas and country palaces was the Brenta 
in the XVIIIth century that Vicenzo Coronelli describes it as 
quasi borgo della citta di Venezia and even today when so 
many have been destroyed or fallen into the saddest decay 
anyone who embarks on the noisy, jolty little tramway which 
now follows the stream from Padua to Fusina will hardly ever 
find himself without at least two or three fine palladian villas 
in sight. Even those rare XVIIIth century eccentrics who 
chose to take their Grand Tour so to speak in reverse and 
entered Italy from Germany over the Brenner Pass, had to 
approach Venice on the last stage of their journey down the 
Terraglia, the great highway from Treviso to Mestre, each side 
of which is almost as uninterruptedly lined with palladian and 
post-palladian villas as the Brenta itself. 

On English architecture the effect of this journey in which 
the palladian villa in all its protean forms was brought almost 
forcibly before the eyes of hundreds of Englishmen was de- 
cisive and can even be traced in detail. Amongst those which 
requently influenced the design of English country houses 
two are outstanding: the villa Foscari at Malcontenta and the 
villa Capra outside Vicenza, and of these the one which made 
the more abiding impression was unquestionably the great 
cubical structure built for the Foscari brothers. Its raised 
hexastyle portico appears and reappears as the frontispiece of 
innumerable English country houses. Now the Villa Mal- 
contenta (as it is affectionately known) is not only the grandest 
and most striking of all Palladio’s country houses but it is the 
last building of importance that the XVIIIth century traveller 
down the Brenta saw before embarking on the Lagoon and 
obtaining his first long-coveted view of Venice itself. For 
this reason alone it must have stood out so as to impress itself 
deeply on the minds and imagination of even the most vapid 
young English asino d’oro struggling through the seemingly 
endless sightseeing of the Grand Tour. 

Palladio himself merely built some twenty-four villas (of 
which sixteen only survive) in the whole of the Veneto. But 
his influence was as pervasive in his homeland as in England 
and all through the XVIIth and XVIIIth centuries villas in- 
spired by his architectural ideas were rising all over Venetian 
territory from Verona at one end to Venice itself at the other, 
and from the hills above Udine in the north as far as the 
Euganean hills and the estuary of the Po on the south. 

The primary purpose of Guido Mazzotti in this 
beautifully illustrated book is to record the Venetian 
villas as they exist today. Those who recall the splendid 














THE LIBRARY SHELF 
































An important new Publication 
RUBENS 
BY JULIUS S. HELD 
246 ILLUSTRATIONS . 6 COLOUR PLATES 
INTRODUCTION . CRITICAL CATALOGUE 
TWO VOLUMES IN SLIP-CASE . SIZE 12 x 9” 
PRICE 7 GUINEAS 
Villa Malcontenta reflected in the waters of the Brenta 
(Fig. 178) Prospectus available on request | 
exhibition of photographs of these beautiful buildings which 
was held at the R.I.B.A. and elsewhere in 1954 will need no PHAIDON PRESS LTD .LONDON SW7 
introduction to the author. It was he whose enthusiasm for | 


the country houses of his native province inspired their owners 
and the local authorities to a sense of responsibility for their 
artistic heritage. 

In encouraging the local tourist agencies of the Veneto to 
take these magnificent photographs, in exhibiting them 
throughout Europe and North America, and in inspiring 
various scholars and enthusiasts to undertake a “catalogue” of * Published 18 June * 
the surviving villas, Mazzotti’s aim was frankly propagandist. 
Many of the villas had fallen into decay through neglect 
during the last century and the early part of this, a process CLASSICAL 
which was accelerated during and after the late war when 
whole families of contadini invaded these villas, partitioning 
nobly proportioned rooms, nailing furniture to frescoed walls INSPIRATION 
and housing farm carts, implements and even livestock in 
saloons and ball-rooms. Now an Italian committee (not unlike 
the Georgian Group) has been formed to protect them. IN 

















Having achieved his main purpose Mazzotti has decided to 
bring this “boundless heritage of art still existing in the 
Venetian countryside” to the attention of an even wider 
audience. In this book almost all the six hundred photographs MEDIEVAL ART 
shown in the original exhibition are reproduced together with 
one or two colour-plates of frescoed interiors. They are ar- 


ranged more or less chronologically and range from Petrach’s by 
XIVth century villa at Arqua nead Padua to the Villa Corner- 
Reverdan at Castlefrance very attractively built in the purest V4 alter Oakeshott 
neo-classic style as late as 1862. Interspersed between the 4 : 

A ° . F 11” =x 8)” With 143 plates 5 gns. net 
various sections are short historical chapters devoted to the i: csteadanl 


architectural evolution of the Venetian villa, the principal 
architects responsible for their construction and the social 
life of which they were the expression. Under this last 
heading perhaps something might have been said about the 


The Rhind Lectures for 1956 form the basis of this 
book in which the Rector of Lincoln College, Oxford, 


dichotomy between the artificial pastoral life of the Venetian investigates the survival and revival of antique 
patricians in vacanza at their country houses and the im- classical styles and idioms in the arts of the Dark and 
poverished, miserable lives led by the peasants who worked Middle Ages. It is a book about the ‘renaissances 
the farms attached to the villas. which preceded the Italian Renaissance of the four- 

But it is perhaps expecting too much to ask for such social- teenth and fifteenth centuries. Over three hundred 
economic history when the existing chapters are so informative. photographs, many of them taken specially for the 
In any case most readers will prefer the charming contemporary purpose are contained in the 143 beautifully-printed 
descriptions of life on the Brenta which act as “fill-ins” beside plates. 


many of the illustrations. These are taken from memoirs and 
letters of the period. The only serious criticism to be made is 
the absence of a map showing the sites of the villas. This book CHAPMAN & HALL 
is a work that every admirer of Venetian art should make an 
effort to possess. F. J. B. WATSON. 
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GIULIO ROMANO. By FREDERICK 
Hartt. Yale University Press. Two 
vols. $25.00. Oxford University Press. 
£10. 


IN his foreword the author of this book 
admits that when, some twenty or more 
years ago, he first announced his intention 
of writing it the prospect aroused little 
interest, but as his monumental work ap- 
proached completion his _ colleagues 
dropped their indifference and assumed 
an attitude of eager expectancy. This 
episode shows once again how great has 
been the change since the war in the 
popular view of Mannerist art and 
Mannerist artists, for Giulio Romano, 
though not one of the more extreme 
of Mannerists in the sense in which 
that term is applicable to Pontormo or 
Rosso or Bronzino or Parmigianino, can 
yet not be considered in any other context. 
Like Charles Le Brun, with whose career 
Giulio’s may justifiably be compared, it is 
the power of his invention and of his 
personality which lingers in the mind 
more than any single work of art. Like 
Le Brun he painted no great picture. Like 
him again his spirit pervades the whole 
of a locality. But whereas at Versailles, 
Le Brun, though perhaps the most force- 
ful, has to share the honours with J. H. 
Mansart and with Le Notre, at Mantua, 
to which, while still a young man, he was 
summoned from Rome by Federigo Gon- 
zaga, Giulio had it all his own way. He 
was responsible for architecture, decora- 
tion, stuccoing, garden art and portraiture 
alike (the Palazzo del Te, which he built 
and equipped from the ground up remains 





the completest monument to his talents). 

Historically, Giulio Romano is impor- 
tant as being the earliest considerable 
Renaissance artist who was a native of 
Rome. This is important since classical 
sculpture would have been before his eyes 
from the beginning and something of its 
style became his natural vocabulary. For 
all his violence he remained, on occasion, 
truly classical—the decoration of the Sala 
degli Stucchi in the Palazzo del Te has 
been compared with reason to neo-classical 
work of the late XVIIIth century. Of 
all Giulio’s achievements the most im- 
portant in architecture was probably his 
eloquent development of __ rusticated 
masonry in directions that had not been 
explored before but which remained in the 
architect’s vocabulary up to the XVIIIth 
century and beyond. In painting, his 
most lasting achievement was his develop- 
ment of the trompe Tloeil principle in 
decoration in ways which strongly and 
undeniably influenced the greatest of sub- 
sequent decorators—Veronese, Pietro da 
Cortona and Tiepolo. On Rubens, above 
all, Giulio Romano’s influence was incal- 
culable. 

Professor Hartt’s book, though certainly 
not intended for the non-specialist, is yet 
in the main likely to be comprehensible 
to him. This is high praise in the case 
of a detailed and serious work at the 
present time. Though certain portions— 
particularly the earlier section, where the 
author has to attempt to define Giulio’s 
contribution to the output of Raphael’s 
studio—will not be universally accepted 
the book as a whole will not be superseded 
for many years. Ceci, GOULD. 
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Two books for amateurs 


LANDSCAPE COMPOSITION IN COLOUR 


LEONARD RICHMOND, R.O.I1., R.B.A. 


This book is complementary to the author's two recent books “From the Sketch 
to the Finished Picture’’ in oils and watercolours, and to any other book on 
the elementary technique of painting. Its aim is to enable the amateur painter 
to achieve in his pictures a satisfying and interesting balance of colours, 
without which they will be either discordant or lifeless. 


PORTRAIT PAINTING IN OILS 


HERBERT HOLT, R.P., R.C.A. 


With a Constructive Method of Drawing the Head and the Neck. 


Particularly for the amateur, this book will provide a helpful and constructive 
approach to portrait painting in a most objective way. The author deals with 
materials, methods of building up the portrait, colour techniques, and com- 
He stresses the importance of accurate drawing and 
illustrates the whole of the text with colour and monochrome illustrations, 
some of them in various stages of completion. This delightful book will go 
a long way to reducing the frustration and disappointment so often 


position and design. 


experienced by the beginner. 


Parker 





Street London WC2 


30/- net. 
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CHINESE CELADON WARES. By G. 
St. G. M. GOMPERTZ. xviii + 72 
pp., 96 plates (4 in colour). Faber & 
Faber. 50s. 

LIKE blue and white porcelain (which is 
also the subject of a volume in this excel- 
lent series of ceramic monographs) and in 
the opinion of most judges, its even more 
illustrious predecessor, celadon ware is 
one of the most prolific of all types of 
Chinese pottery. Its origins may be traced 
back at least as far as the beginning of 
our era, since when it has not unnaturally 
been produced in great variety, and in 
many shades of colour: not only with the 
more familiar green glazes which are so 
reminiscent of jade, both in tint and 
texture, but from time to time in soft 
blues, greys, or buffs as well. 

It was in XVIIIth century France that 
the celadons received their present name— 
borrowed, it is said, from a green-clad 
stage rustic. The pieces then imported 
into Europe are undeniably elegant, es- 
pecially when mounted in fine ormolu ; 
but to eyes familiar with the celadons of 
earlier days they appear lacking in vitality. 
The real heyday was in the Sung period, 
before over-refinement of materials de- 
prived them of their earthier virtues. Al- 
though the theory that “celadon” was a 
corruption of “Saladin” is now discredited, 
it is still highly probable that wares of the 
Lung-ch’uan variety were among the por- 
celains presented by him to the Sultan 
of Damascus in 1171. These, the Kuan 
wares, and the products of kilns in North 
China at a slightly earlier date are among 
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the finest pottery produced in any land 
or age. And admirable celadons continued 
to be made and exported to every part of 
Asia until well into the Ming period, when 
the blue-and-white porcelains superseded 
them. 

Mr. Gompertz has written a much- 
needed survey of the subject as a whole 
—scholarly yet readable, and the first of 
its kind in the West, which will be wel- 
comed by collectors and students alike. 
Having lived and worked in Japan, where 
the aesthetic qualities of Chinese celadon 
have long been deeply appreciated, he is 
well equipped to interpret the important 
studies made by scholars of that country 
in recent years. For this reason, the early 
chapter on Yueh ware is among the most 
intriguing in the whole book. Altogether, 
this is an uncommonly valuable synthesis 
of up-to-date opinion and research. No 
less to be recommended are its excellent 
illustrations among which are pieces drawn 
from collections in every part of the 
world. JOHN AYERS. 


THE INWARD VISION: WATER- 
COLOURS, DRAWINGS, WRIT- 
INGS BY PAUL KLEE. Thames 
and Hudson. 5 gns. 


THE more one knows about the work of 
Paul Klee, the richer and more mysterious 
it seems. Indeed his simile of the artist 
as a tree which draws nourishment through 
its roots and gives forth leaves and fruit 
can be applied with particular aptness to 
his own creations. He derived inspiration 





from a great variety of sources: in terms 
of form, from Cubism, Futurism, Ab- 
straction, Byzantine mosaics and even 
Chinese art ; as regards theme, from his 
personal experiences and observation, from 


reading and from music. Yet everything 
he produced was given an entirely new 
and individual character. Working in a 
strange way, starting with colours and 
shapes and allowing the images to emerge 
and impose themselves upon him, he 
seems to have achieved an extraordinarily 
direct expression of the innermost parts 
of the mind where all forms of experi- 
ence come together: the inward vision. 
His own Creative Credo published in 
this book provides as good an account as 
any of how this came about and what it 
meant to the artist himself (though the 
ideas will be familiar to all those who 
know his lecture “On Modern Art”), while 
the significance of his contribution to the 
modern movement is discussed in an essay 
by Werner Haftmann: “Paul Klee is the 
most comprehensive painter of our 
century”. I thoroughly recommend both 
these to anyone who wishes to enhance 
his understanding of this fascinating artist. 
The excellent colour reproductions, 
which can be slipped out and hung on 
one’s wall, have been provided with com- 
mentaries by people like Will Grohmann 
and Carola Giedion-Welcker who knew 
Klee well and have made a special study 
of his work. My only regret is that they 
have not been reproduced in order and so 
fail to give an impression of his develop- 
ment. RONALD ALLEY. 
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Eighty-nine photographs of Whistler's work since 
1952, with an introduction and commentary by the 
artist on each of his designs, some of which were 
commissioned by the Queen, the Queen Mother and 
7 clients in Great Britain and America. 


FIVE GUINEAS 


‘It was especially desirable that this book should 
be published, for, otherwise, few people would 
be able to form an idea of what is being done 
by the foremost English glass-engraver of our 
day—one, indeed, hardly excelled in any day... 
The beauty of the technique is astonishing. The 
results include portraits, landscapes, interiors 
and exteriors of buildings, symbolic designs, 
and, indeed, anything that the artist desires. It 
adds up to a treasurable book of beauty.’ 


COUNTRY LIFE 














ENGLISH DOMESTIC SILVER. By 
CHARLES OMAN. 4th Edition, 1959. 
pp. xii + 240, with 32 pages of illus- 
trations from photographs and two 
from line drawings. A. & C. Black. 
21s. net. 


WitH the appearance this year of the 
fourth edition of the standard work on 
silver Mr. Charles Oman most aptly cele- 
brates his literary Silver Wedding—the 
first edition having been published in 1934 
—and accordingly merits our warm con- 
gratulations. While we welcome the new 
matter in the last chapter dealing with 
hall-marking laws, the “duty-dodgers” 
and engraving on plate, we cannot help 
expressing disappointment on two matters. 
Firstly we find many of the earlier slips 
still unaltered, and secondly with regard 
to Tudor plate no use appears to have 
been made of the great work of A. J. 
Collins, Jewels and Plate of Queen Eliza- 
beth I. Thus on p. 32 the bowl rests on 
the giant’s head, not on his hand. As 
to dates of inventories quoted—on p. 41 
for “1596” read “1597” and on p. 45 for 
“1520” read “1521”, The 1721 inventory 
is now correctly quoted on pp. 78 and 
114, but all the other eight references have 
the wrong date of 1725. For “15th Baron 
Berkeley” read “Sth Lord” (p. 46). The 
“undecipherable German marks” on the 
cup (p. 50) have proved to be Moscow 
control marks. The so-called tankard (see 
later) of 1556 stated (p. 59) to be at the 
Armourers and Braziers is actually 1567. 
Oman appears to have muddled it up with 
the similar 1556 cup from the Swaythling 
collection. The Corpus ewer (p. 66) is 
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fluted, not gadrooned. Surely the third 
type of ewer (p. 67) appeared in the 
reign of Charles I, not in that of James I. 

The earliest known reference to a silver 
mustard pot is not that of Prince Rupert, 
but one of 1666 mentioned in George 
Benn’s History of the Town of Belfast 
1877, p. 148. This reference was given 
us by Oman himself! On p. 113 we 
consider that the “blind” casters used as 
mustard pots should be fully recorded 
as sO many examples exist in Museums 
(including the V. & A.) and their use 
seems little understood. The very brief 
description of the “Onslow” pattern spoon 
(pp. 118, 9) is hardly sufficient for recog- 
nition, the chief features being the double 
drop and the curled voluted end. It in- 
troduced the fashion of the turned-down 
end and henceforth spoons rocked un- 
evenly on the table instead of resting 
quietly with their up-turned ends! Of the 
few remaining corrections we would sug- 
gest—the “Virtue” on p. 139 should read 
“Vertue”, the “209” on p. 176 should be 
“195”. The Knole andirons on p. 185 have 
no silver whatever on them. With regard 
to Collins’ work mentioned above it is 
now clear that what Oman refers to as the 
lst type of tankard (p. 59) is not a tankard 
at all, but a flagon. It was correctly 
described by H. D. Ellis in his Catalogue 
of the Plate of the Armourers and 
Braziers. On p. 64 Oman states that 
there are no bell-salts in the 1574 inven- 
tory and five in that of 1596 (read 1597). 
Collins (pp. 47, 48, 464, 6 and 7) shows 
that there were two in the 1574 inventory, 
and that the bell-salt was used in the 
time of Henry VIII and that the number 


recorded by the 1559 inventory shows it 
to have been a fairly common type at the 
jewel-house. It is now clear that the 
“helmet” ewer was well known in Eliza- 
bethan times. Those of Anne’s reign (p. 
122) were revivals. The great body of 
the work naturally retains that high 
standard which always prevails in the 
writings of the Keeper of the Department 
of Metalwork at the Victoria & Albert 
Museum. N. M. PENZER. 


FACSIMILE OF BLAKE’S “THE 
BOOK OF URIZEN”. The Trianon 
Press, for the William Blake Trust. 
27 guineas. 

OF the seven original copies of the “Book 

of Urizen” only two have the full twenty- 

eight pages, but a third copy has twenty- 
seven (omitting page four with portions 
of chapters 2 and 3, but none of the large 
designs). This copy has been chosen for 
reproduction because the others were 
colour-printed by Blake in opaque 
pigments (a technique peculiarly difficult 
to reproduce), whilst this was illuminated 
in water-colours and gold. There is no 
doubt that the Trianon facsimile has been 

rendered in so brilliant and exact a 

manner as to defy comparison with 

Blake’s original. 

There have been two previous colour 
reproductions of “Urizen”, the William 
Muir edition of 1888, and Dent’s of 1929, 
edited by Plowman. Neither of these 
bears comparison with the present volume, 
but it is worth noting that they each de- 
rive from a different one of the two “com- 
plete” copies. The Trianon facsimile 
was made from the copy belonging to 
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over 700 Years : 1250-1950 


H. ALAN LLOYD 
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European clockmakers. With over 200 illus- 
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the Lessing J. Rosenwald collection 
(Library of Congress); two collotypes 
were made, in orange and black ink, and 
these were hand-painted in water-colours 
through stencils, with an average of about 
thirty stencils to a plate. The paper used 
closely resembles Blake’s, but each sheet 
bears his monogram to avoid possible con- 
fusion in the future. 

Now that this faithful facsimile is wide- 
ly available, the study of the “Book of 
Urizen” will be easier and perhaps more 
fruitful. Perhaps the idea that it “is the 
story of the creation of the world and of 
mankind” will soon come to be abandoned. 
Blake’s introduction to the book, his “Pre- 
ludium”, announces his thesis which is 
quite different: “Of the primeval Priest’s 
assumed power, when Eternals spurned 
back his religion... ”. It is a study of 
false religion and the false centre of 
thought and activity on which it is based. 
This is written in the text, but perhaps 
for many it is yet more clearly expressed 
in the marvellous designs which are an 
equally dynamic part of the “Book of 
Urizen”’. G. W. Dicey. 


CHRISTIE’S SINCE THE WAR, 1945- 
1958. With an Essay by Denys 
Sutton. Privately printed. 5 gns. 

THE first few years of the period dealt 

with in this account were often held at 

the time to be a sort of Indian summer 
for the appearance at auction of works of 
art of the highest quality. The cupboard, 
we were told, was almost bare; the 
treasures of the great houses were either 
sterilized in ‘public ownership’ or already 
dispersed. It was not true, as the 185 
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plates here make plain. If the standard 
of the average has undoubtedly fallen, 
there is still a continuous and surprisingly 
copious flow of the first rate. This 
selection of works of all kinds sold at 
Christie’s since the war contains many 
masterpieces, by no means all of them in 
the earlier period. The notes give the 
prices paid at various times, and reveal 
some curious vagaries of fashion. Denys 
Sutton in his fascinating, though rather 
diffuse, essay provides an interesting foot- 
note to the history of taste, with an apt 
reminder that between the excellent and 
the merely fashionable ‘the sale room 
holds the balance’ and points ‘often 
mercilessly, the judgment of each genera- 
tion, indicating that the pronouncements 
of one era are not necessarily endorsed 
in another’. 

The book is well produced, and a valu- 
able addition to the similar ones produced 
by Christie’s in the past. 

W. R. JEUDWINE. 


LOOKING AT ARCHITECTURE IN 
CANADA. By ALAN Gowans. Pub- 
lished by Oxford University Press. 
Price 63s. 

Few English readers know much about 

the history of Canadian Architecture, this 

book by Alan Gowans, a native of Toronto 
and Chairman of the Art Department of 
the University of Delaware, U.S.A., is, 
therefore, to be welcomed. The standard 
of production is what one would expect 
of the Oxford University Press, good 
paper, excellently reproduced photographs 
and pleasing typography, the almost 
square shape, however, makes it an awk- 


ward addition to the bookshelf. 

Mr. Gowans’ survey of the history of 
Canadian Architecture is thorough and 
scholarly, beginning with the Iron and 
Stone age, advancing through the eras of 
French and British colonization to the 
Victorian Age and ending with the XXth 
century. 

The author shows considerable under- 
standing and sympathy for the historic 
styles of architecture and illustrates their 
development with excellent photographs, 
some drawings (by Theo Dimson), but no 
plans. He appears, however, to be out of 
sympathy with the objectives of contem- 
porary architects, and falsely assumes that 
what he calls “the International Style of 
modern architecture of the 1920’s” was, 
to use his own words “simply revulsion 
against all things and ideas Victorian”. 
He does not accept the fact that all archi- 
tecture has developed with the develop- 
ment of materials and techniques, and that 
this is true of XXth century architecture. 
The author’s caption to the illustration 
on page 196, showing a small and clumsy 
brick office building in Peterborough, On- 
tario, and describing it as “reminiscent of 
something like the 1929 Swiss Dormitory 
in the Cite Universitaire in Paris” (Le 
Corbusier’s Pavilion Suisse) shows how 
little he understands XXth century archi- 
tecture. 

If one can overlook this weakness in 
the final section of the book (“5. Since 
1930”) the bulk of the work is of consider- 
able interest and gives the reader an ex- 
cellent survey of Canada’s architectural 
history at least up to the end of the 
Victorian era. Epwarp D. MILLs. 
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Introducing a new, fully illustrated art series, bound in 

hard-wearing cloth but at a very reasonable price. Each 

volume contains a critical and historical introduction, 

notes on the illustrations, over 30 plates and a pull-out 
folding colour plate. 


JAPANESE PICTURE SCROLLS Elise Grilli 


A delightful volume on one of the earliest forms of the 
book, which reached its greatest height of artistry in Japan 
in the 12th century. 20 colour and 13 monochrome plates 


HIROSHIGE Takashi Suzuki 


Hiroshige is one of the best loved of the masters of the art 
of the colour woodcut. His work expresses the Japanese 
love of nature and also illustrates the social background 
of his time. 23 colour and 11 monochrome plates. 


SHARAKL Elise Grilli 


Little is known of Sharaku’s life beyond the few months in 
which he produced his woodcuts, but his strange, grimac- 
ing portraits of athletes and actors are priceless to-day. 

18 colour and 12 monochrome plates 
64” X 7%” 15s. each 
Masterpieces of the 
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Willy Boller 

“A wealth of information about the history of the 
Japanese woodcut.”—Sunday Times. 
“The next best thing to ownership is to possess the 
splendid reproductions in this book.”—Connoisseur. 
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ELEK BOOKS LTD 14 GREAT JAMES ST. W.C.1 














Palladian and Other Venetian Villas 
by G. Mazzotti 
An essay on the fine rich villas on the Veneto plains, 
built by Palladio, Sansovino, Sanmicheli, Scamozzi, Long- 
hena, etc. With 416 pages containing over 600 illustrations 
and 36 coloured plates. 4to, cloth. £6 15s. 


Minor English Wood Sculpture 
1400-1550 
by ARTHUR GARDNER 
The eminent author here devotes his essay to the fine 
locally carved figures and animals which populate the 
bench ends of the Parish churches in southern England. 
44 pages, 170 photos. 6to, cloth, £1 Is. 


Classical Sinhalese Sculpture 
300 B.C. to A.D. 1000 
by D. T. DEVENDRA 
On the simple classic and austere sculpture of exquisite 
taste in Ceylon, 52 pages and 128 photographs. 6to, cloth. 
£1 10s. 


Turkish Islamic Architecture 
by BeHceT UNSAL 
A concise monograph of the religious and secular buildings 


of the Seljuks to Ottomans. 124 pages text and 130 plans 
and photographs. 6to, cloth. £1 10s. 


Alec Tiranti—London 














THE CATHEDRALS OF. FRANCE. 
By R. P. HowGRAVE-GRAHAM. Bats- 
ford. 35s. 

IN this admirable book, a serious guide to 

the architectural features of 132 French 

cathedrals, Mr. Howgrave - Graham 
handles his theme with a scholar’s rever- 
ence, an engineer’s precision, a mediaeva- 
list’s humour, a photographer’s perception 
of view-points and an aesthete’s pleasure. 

His long introductory essay, lucid and 
convincing, deals with the “structural 
expression” of the two basic principles of 
Gothic architecture, “truth and stability”; 
discusses the functions of corbel and 
vaulting, buttress and tower ; traces the 
logical French development of chevet, 
windows and gables ; evaluates the use of 
colour in stone, paint and glass ; and con- 
siders almost as an entity facades, door- 
ways and sculpture, because the carvings 
were “designed to instruct and inspire 
worshippers” approaching the _ great 
portals. 

The cathedrals are described in alpha- 
betical order, a major glory like Chartres 
in eight pages, a minor piece of Roman- 
esque gravity like Oloron in eight lines. 
Their history is concisely summed up, 
their legends touched on, their bells named, 
their clocks not forgotten. The 25 archi- 
tectural drawings are both useful and 
interesting, the 96 photographs wisely 
chosen. Very striking are the views of 
Notre Dame’s southern aspect, charmingly 
reflected in the Seine, Strasbourg from the 
west, towering above tiled roofs, Narbonne 
from the south, vast but unfinished, the 
noble west fronts of Laon, Auxerre and 
Tours, amazing Le Mans, stark Albi. 
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Very engaging, shown on a smaller scale, 
are the flamboyant verticality of Nantes, 
the stern piers and domes of Périgueux. 

Clever map and trustworthy index add 
to the book’s value. 


MARGARET LOVELL RENWICK. 


GREECE. By JEANNE and GEORGES 

Roux. Nicholas Kaye. 35s. 
AT first opening this volume provokes an 
irresistible impulse to be treated as a mere 
picture bcok. Before turning to the text, 
the reader will feel obliged to leaf through 
the 165 superb gravure illustrations, es- 
pecially if (like the present reviewer) he 
has just returned from Greece. Then he 
will appreciate how the museum and the 
market, the classical fragment and the 
contemporary profile are skilfully chosen 
and contrasted in these fine photographs 
to present a lively portrait of an elusive 
landscape. However, there need be no 
reluctance to turn at last to the text itself. 
The two authors capture and convey the 
excitement of a first visit to a loved and 
living country, familiar to them formerly 
only through its literature and art. They 
explore Athens and Attica, the Pelopon- 
nese; they journey from Delphi to 
Salonika, visit the Cyclades, and devote 
a final chapter to Rhodes. 


JONATHAN CURLING. 


MODIGLIANI: MAN AND MYTH. 
By JEANNE MODIGLIANI. André 
Deutsch. 55s. 


THE tragic death, nearly forty years ago, 
of Modigliani and Jeanne Hébuterne gave 
rise to a legend, which has been embellished 
by the pious affection of his friends, the 
admiration of critics, or the cupidity of 
dealers. His daughter approaches the sub- 
ject from a new angle. She was only a 
year old when her parents died, was 
brought up by the Modigliani family, first 
saw a large collection of his works at the 
Venice Biennale in 1930 and studied art 
history before deciding to write his bio- 
graphy. The family background in Italy 
and the Bohemian circle in Paris were 
equally familiar to her, she had access to 
unpublished documents and personal con- 
tact with many of Modigliani’s friends. 
This enabled her to reject some parts of 
the legend and substantiate others, reveal- 
ing the dual character if her “poor father”, 
shy and gentle when he first came to Paris, 
though already threatened with tubercu- 
losis, soon to become the arrogant lover, 
addicted to drugs, living from hand to 
mouth and producing the masterpieces 
which now fetch thousands. Unfortun- 
ately it has not been possible to discover 
any of the work he did before he came to 
Paris. He had studied painting for four 
years in Italy and had practised sculpture. 
The very Italian character of his work, 
recalling the linear qualities of Botticelli, 
and, as Miss Modigliani points out, the 
style of Tino di Camaino, was particularly 
apparent at the Biennale Exhibition. It is 
natural that he found it difficult to get 
his bearings in Paris at first, but eventu- 
ally the stimulating atmosphere spurred 
him to intense production. The illustra- 
tions in the book are well chosen, but the 
colour plates are too crude to convey 
Modigliani’s subtle harmonies. 


Mary CHAMOT. 
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THE OXFORD HISTORY 
OF ENGLISH ART 
VOLUME X 


English Art 
1800-1870 


T. S$. R. BOASE 


This volume, by the editor of the 
series, deals with a period which 
covers the transition from the 
aristocratic patronage of the 
eighteenth century to the new 
collectors and wider interests in 
art of the early and middle years 
of Victoria’s reign. Art criticism 
reached a new volubility in the 
Quarterlies and the arts are here 
reviewed both from the stand- 
point of contemporary assessment 
and from that of more permanent 
values. 


97 half-tone plates and 
12 text-figures 50s net 


Just Published 
Shakespeare 


and the Artist 


ARTIST, ILLUSTRATOR, 
AND DESIGNER AS 
INTERPRETERS 
OF THE TEXT 


W. MOELWYN MERCHANT 


The author examines in each age 
the theatre settings, book illus- 
trations, and paintings, in which 
a Shakespearian scene is the sub- 
ject, showing the changes in 
taste, stress, and interpretation 
of the plays. This is a work of 
literary criticism in visual terms: 
the illustrations are a major fea- 
ture, and there are many rare and 
recently discovered subjects. 


88 half-tone plates and 56 line 
illustrations £5 5s net 


OXFORD UNIVERSITY PRESS 


















THE 
ANTIQUE DEALERS’ 
FAIR 


Grosvenor House 





June 10th to 25th (Except Sundays) 


\ 


ABRAHAM BOSSCHAERT. Flowers 
in Vase. Signed. Panel 24% x 154 ins. 


Alfred Brod Stand No. 17 


William III Tazza, by Benjamin Pyne, 
1697. Diameter 114 ins. 


Garrard Co. Ltd. Stand No. 48 
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A Basra Ghiordes Prayer Rug. 
John 


C, 


French, c. 1640. Royal blue ground. 
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Arditti and Mayorcas 


ries 


An Early Transylvanian Rug. 7 ft. 6 ins. by 


The Vigo Art Galle 





THE ANTIQUE DEALERS’ FAIR 








A Pair of Cary’s Library Globes. c. 1800. 


R. L. Harrington Ltd. Stand No. 45 : ioe — 
(formerly Christy’s of Kent Ltd.) Regency Rosewood Cabinet. 


Randolph of Baldock Stand No. 36 
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George II Coffee Pot by John Fawdery. London, 1737. 
Height 9 ins. 
Bracher & Sydenham Stand No. 22 


A pair of Staffordshire silver lustre figures of boys. c. 1800. 
Height 5% ins. 


Cecil Davis Ltd. Stand No. 4 


Charles II longcase clock in olivewood with floral 
marquetry. Movement by John Knibb of Oxford. 
c. 1670/80. 

Biggs of Maidenhead Stand No. 12A 
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JAMES SEYMOUR. General Robert Douglas. Signed, inscribed and 
dated 1751. Canvas 24% x 30% ins. 
Leger Galleries Stand No. 23 





f af / , 4 Vey ! ropethe hinh wwe “ loin A Ber St sal Vebe y pram ad toe 
bjorlle Voorten hep Peesedent aay / 


5 Ihr’ “Miileaad 


The Capture of the U.S. Frigate President by H.M. Frigate Endymion 
off Sandy Point, 15th January, 1815. Coloured aquatint. 144 x 20§ ins. 
The Parker Gallery Stand No. 78 
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One of a Pair of Chinese Lowestoft Vases. c. 1775. Charles II Stumpwork Mirror. Signed I.W. and dated 1675. 
A. & K. Embden Stand No. 53 2 ft. 1 in. by 1 ft. 10 ins. 
Charles Woollett & Son Stand No. 21 





Charles II Mug. London, 1679. 
Wartski Ltd. Stand No. 29 





Gold Enamelled Musical Automata Watch by Piquet et 
Meylan. Early 19th century. 


M. Hakim Stand No. 50 
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MARLBOROUGH 
FINE ART LTD. 


XIXth 
and XXth Century 


European Masterpieces 


Until June 30 


Fig. I. MANET. Femme Assise au Jardin. 


Pastel. 22 x 184 ins 


Fig. Il. CEZANNE. Le Garcon Couché. c. 1882/87. 
Oil on canvas, 214 x 25? ins. 





Fig. I. PIERRE BONNARD. Nymph and Faun. Signed. Painted in 1903. 
Oil on board, 253 x 28 ins. 


O’HANA GALLERY 


Summer Exhibition 


7 


French Paintings 
of the XIXth and 
XXth Centuries 


Fig. II. Pasio Picasso. Portrait of the poet Pedro Romeu. 
Signed. Painted 1901. Watercolour, 7) x 63 ins. 








Fig. III. 


Fig. IV. 


OTHER EXHIBITIONS 
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ALFRED SISLEY. 


Vue sur Moret-Loing. Signed and dated 1884. 


RAOUL DUFY. 


Canvas, 47 


x 56 cms. 


Parade de Mannequins 4 Longchamps. 
Canvas 18 x 44 ins. 
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Painted 1920. 





Fig. I. DAvip VINCKEBOONS. The Village Fete at Audenaarde, dated 1602. 504 x 79 ins. 


H. TERRY-ENGELL GALLERY 


8, BURY STREET, S.W.1. 


A SPLENDID Rubens (see Cover Plate), which comes 
from a private collection in Sweden, is the centre-piece 
in this exhibition of paintings mainly by Dutch and Flemish 
masters. The Cupid and Psyche is a work of Rubens’ early 
maturity about 1612, and there is a drawing for the figure 
of Psyche in the Royal Collection at Windsor (van Puyve'de, 
Flemish Drawings at Windsor, No. 279, repr.). It is of 
particular interest that this picture can be identified in two 
paintings by Teniers (at Munich and Dresden) showing 
the picture gallery of the Archduke Leopold William in 
Brussels. 
The large Vinckeboons (Fig. I) has been engraved 
by Bolswert, and there is a replica (Brunswick Gallery) 
dated 1608 with many small variations. The fine and 
characteristic van Beyeren (Fig. II) is from the Huldschinsky 
collection, and there is a similar painting in the Ashmolean 
Ward Collection, No. 10). Johann Hainz is not a name 
that will be familiar to many, but his Still Life (Fig. IV) has 
an almost Italian boldness of form and colour, although 
he was a German working in Hamburg in the last third 
of the XVIIth century. Finally, the little Caspar Netscher 
Fig. V) shows him at his most engaging, and it is certainly 
the most distinguished of several Dutch cabinet pictures in 
the exhibition. 


Fig. II. ABRAHAM VAN BEYEREN. Still Life with a Silver 
Wine Jar and a reflected portrait of the artist. Signed with 
monogram. Canvas 394 x 323 ins. 





EXHIBITIONS 


Fig. III. JAN BRUEGHEL and FRANS FRANKEN. Mythological Figures in a Landscape. 
On copper 248 x 343 ins. 


Fig. IV. JOHANN GEorG HAINz. Still Life with Apples and 
a Ewer. Signed. Canvas 28% x 22 ins. 


Fig. V. CASPAR NETSCHER. Young Girl in a Landscape. 
Signed and dated 1681. Panel 13% x 11 ins. 











THE WORCESTER ROYAL PORCELAIN COMPANY 


30 CURZON STREET, W.1 





The Parula Warblers. 


N the 10th June the Worcester 
Royal Porcelain Company are 
inaugurating a permanent exhibition 
centre at 30 Curzon Street which 
will be open to the public. The 
first exhibition comprises a complete 
set of American Birds, modelled by 
Miss Dorothy Doughty, which have 
never previously been seen in Eng- 
land. About forty pairs are shown, 
many of them now out of production 
owing to their limited edition hav- 
ing been exhausted, and including 
some prototypes of models to be 
produced in the future. 

In addition the collection of ‘first 
period’ (1755-61) Dr. Wall Wor- 
cester left to the Company by their 
late President, Mr. C. W. Dyson 
Perrins, will also be on view. It 
is intended that this should form 
part of the permanent collection. 


Modelled by Dorothy Doughty. 


PRIMAVERA 


149 SLOANE STREET, S.W.1 





HENRY HAMMOND. 


N recent years English potters have established themselves as 
among the finest in Europe, but their work, although not 
altogether unregarded, has not received the attention it deserves. 
A great deal is owed to the example of Bernard Leach who 
apart from his well known studio pots in stoneware and por- 
celain started in the ’twenties to make simple, everyday pottery, 
and with his Potter’s Book has given generously of his know- 
ledge to potters of every country, even providing details of 
glazes—a subject considered secret by continental craftsmen. 
From the Leach pottery has flowed a stream of serious and 
highly individual potters, who have each made their own mark. 
Among these are Michael Cardew, who now trains Nigerian 
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HELEN PINCOMBE. 


potters at Abuja: Kathleen Pleydell-Bouverie, a former co- 
worker with Bernard Leach, whose outstanding pots are simple 
bowls and fluted bottles: Lucie Rie, a delicate worker in 
porcelain and stoneware: Hans Coper whose big style comes 
nearest to sculpture; and Helen Pincombe who makes fine 
pots with inlay in iron glazes and soft colours, with decoration 
showing the influence of African and Eastern art. 

In addition to these well known potters there are many other 
interesting craftsmen now working. They include Henry 
Hammond, Dan, Casson, Arbeid, Waistel Cooper, and many 
more who contribute to the vitality of their craft.. An exhibition 
of the work of Arbeid is being held at Primavera this month. 
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and Mary 


FORTHCOMING SALES 


CHRISTIE'S 


PICTURES. There are two sales of modern pictures, on the 12th 
and the 19th, the former with a group of drawings by Orlando 
Norie of military and naval subjects. Old Masters on the 5th, 


mainly of the XVIIth and XVIIIth centuries, show a pair of Views 
of Brussels, by Andreas Martin among an attractive array of minor 
masters, The most important sale of the month is on the 26th. 
There are fine examples of early Flemish and German Masters from 
the collection of Dr. Ernst Schwarz of New York. The Mass of 
Saint Gregory, by Rogier Van der Weyden, certified by Friedlander 
in 1931. The Descent from the Cross, by The Master of Frankfurt. 
Another rendering of the same subject by Ambrosius Benson, and a 
portrait of George the Bearded, Duke of Saxony, by Lucas Cranach 
the Elder. Baron Tibor de Budai’s Lorenzo Lotto portrait is illustrated 
in Berenson’s Lotto, plate 215. Another important early picture of 
the Madonna and Child by the Master of the Embroidered Leaf was 
formerly in the Gulbenkian collection, and at the other end cf the 
scale we have two charming grisaille Bouchers, The Rhone and The 
Rhine, and two Views of Naples, Gabrielle Ricciardelle. The Bellini 
drawing illustrated last month is in a sale of Old Master Drawings 
on July 7th, which includes a fine Rubens “Cain cursed by the 


Lord”, and works by Avercamp, Agostino Caracci, J. B. Huet, and 
J. L. David 
SILVER. There will be three and possibly four sales of silver, on 


the 3rd, 9th, 17th. That on the 17th is very.important and con- 
tains some splendid examples of XVIIth and XVIIIth century silver, 
in particular a Charles II Irish porringer and cover of unusually large 
size, 9 in. high by Timothy Blackwood, 1697, a James II large 
tankard, 8% in. high, 1686, a George I large octagonal salver by 
David Willaume, 1714, a George II soup-tureen by Charles, Kandler, 
1729, a George II kettle, stand and lamp by Paul de Lamerie, 1740, 
a soup-tureen and cover and cake-basket by the same master, 1741 
and 1746, four sauce tureens and covers by Paul Storr, 1795 and 
1796 and interesting Continental examples. The latter include many 
French XVIIIth century examples and an early X VIth century German 
silvergilt paten, Attractive pieces in the sale on the 3rd are a William 
tankard, 1693, Queen Anne cup and cover, 1706, a 
George II cake-basket by Anne Tanqueray, 1732, a George II coffee- 








Fig. I. 


THE MASTER OF FRANKFURT. 
Panel, 43 x 28 ins. 
Christie's, 26th June. 


The Deposition. 
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Fig. II. 


AMBROSIUS BENSON. 
Christie's, 


The Lamentation. 354 x 214 ins. 


26th June. 


pot by Edward Wakelin, 1747, a George II tea-kettle by 
Feline, 1731, and a group of Continental silver 

FURNITURE. There will be sales of furniture on the 4th, 11th, 
18th and 25th. The first two show the usual cross section of 
XVIIIth century pieces an unusual piece on the 4th being an 
XVIIIth century German walnut and yew wood bureau cabinet. On 
the 18th there are a pair of Queen Anne walnut settees, an attractive 
pair of small Sheraton writing cabinets, a set of giltwood chairs 
formerly at Powis, and an Adam painted side-table. The following 
week will see an important sale of French and Continental furniture, 
in particular a Louis XVI parquetry poudreuse by J. B. H. Edouin, 
a marquetry writing table of the same period by A, Delorme, and a 
kidney-shaped marquetry table by L. Boudin. Among the Objects of 
Art is a gilt bronze satyr by Andrea Riccio, and some remarkably 
fine textiles with three X VIIth century Brussels panels, four Aubusson 
panels with seasons after Fragonard, and a large Spanish XVIIth 
century carpet. 

OsjecTs OF VERTU. Sales of small objets will be on the 
Ist and 23rd. The latter has some splendid French XVIIIth century 
gold boxes by leading makers and in particular an oblong example 
with charming miniatures of skating scenes and scénes galantes by 
Van Blarenberghe ; examples of Faberge, a series of drawings of 
Sir Robert Wigram and his family by John Smart, and the Dancla 
Stradivari, dated Cremona 1703. 

Coins. An important collection of Roman Autonomous Visigothic 
and other gold and silver coin will be sold on the 16th. Outstand- 
ing are an Aureus of Lucilla, circa A.D, 183, with ‘“Venus’’ reverse, 
in extremely fine condition ; an unrecorded semis of Valentinian II 
A.D. 375-392, of the mint of Milan ; an unrecorded solidus of 
Honorius, A.D. 395-423, of the rare mint of Arles ; a collection of 
forty-seven Regal Visigothic Tremisses some of which are unrecorded 
and many examples of which only two or three are recorded ; and 
a mint uniface trial piece of the reverse of a 20 Reales of Isabel II of 
Spain, extremely rare. 

PORCELAIN AND HARDSTONES. There is nothing outstanding in the 
sale of Oriental Ceramics and Works of Art on the 8th. However, 
the smaller collector will find plenty of examples of XVIIIth century 
enamelled porcelain, in particular a famille rose dinner service in the 
Meissen taste and some good quality famille verte vases from the 
late R. W. Lloyd's collection, also an unusually fine Pekin lacquer 
box. A fortnight later there will be a sale of European Ceramics 
with the accent on the Continental factories and a wide range of 
English early XIXth century dinner and dessert services. Much the 
most interesting sale of the month, and indeed of its type for many 
years, will be the dispersal of the important collection of Jade on the 
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Fig. III. Three Jade Vases and Covers 


Christie's, 29th June. 


29th. Perhaps the finest Lot is a pair of superb emerald green 
Imperial Screens, carved and inscribed with poems by the Emperor 
Ch’ien Lung, a pair cf Spinach green Lanterns, with ivory and coral 
borders, from the Summer Palace, a large translucent green jade 
figure of Kuan Yin, a vase and cover carved with an emerald green 
jade dragon, a large translucent grey-green incense burner and cover, 
a pair of lavender and green jade figures of Kuan Yin, seated on 
Buddhistic Lions, The collection includes numerous vases, bowls and 
figures of jade of very fine colour, ranging from the dark spinach 
greens through emerald green, to mutton fat and lavender 


SOTHEBY'S 


June 4th. English and Continental Silver and Plate. Watches, 
Automata, Faberge and Objects of Vertu. Jume Sth. English and 
Continental Glass, French Paperweights, Clocks and English and Con- 
tinental Furniture. June 9th. Chinese Pottery and Porcelain. June 10th. 
Highly important French XVIIIth century drawings and paintings, 
from the collection of the late Hon, Irwin Laughlin of Meridian 
House, Washington, D.C., the other owners, including three paint- 
ings and twelve drawings by Fragonard, and two-hundred and ninety- 
four drawings bound in nine volumes after Italian works by the 
same artist, five superb drawings by Moreau Le Jeune for the 
Monument du Costume, and seventeen others by the same artist, a 
series of landscapes by Moreau I'Ainé, the sale catalogues of the 
Jullienne and Prince de Conti Collections with drawings by Gabriel 
de’ Saint-Aubin, and six other drawings by this artist, fine drawings 
by Boucher, two important pastels by Quentin De la Tour, Portrait 
de Madame Tocque by Jean-Marc Nattier, Portrait du Graveur 
Laurent Cars, by Jean-Baptiste Peronneau, Marguerite and Venus au 
Bain by Prud’hon, and paintings by Labille-Guiard, Hubert Robert, 
Le Prince and Vigée Le Brun. June 16th. Fine Egyptian, Greek, 
Roman, Cycladic and South Arabian antiquities including an impor- 
tant unfinished statuette of Hermes, 3rd century B.C., a fine Geometric 
Greek bronze figure of a horse, and an attractive Attic black-figure 
one-handled cup, 6th century B.c. English and Continental Pottery 
and Porcelain. June 17th. Old Master Paintings and Drawings. 
June 18th. Fine English and Continental Silver and Plate including 
a George I bullet teapot by Richard Watts, 1720, an octafoil salver, 
1722, a salver by Robert Abercrombie, 1738, sets of George II 
candlesticks, a George II coffee pot by Thomas Wippham, 1742, a 
pair cf George III salvers by D. Smith and R. Sharp, 1787, presented 
by the Agents of the British inhabitants of Benghal to Robert Dallas, 
a pair of sauceboats, 1812, an inkstand, 1817, and a set of four salt 
cellars, 1836, all by Paul Storr, and a table fountain ; also a Latvian 
Riega, 1710, a Swiss ecuelle and cover, maker's mark G.B., crown 
above, Geneva, c. 1720, an Italian gold chalice, early X VIIIth century, 
a parcel-gilt Swedish beaker by Lars Eriksson Stobaeus, Stockholm, 
1763, a Danish peg tankard by Daniel Ludwig Draminsky Naestued, 
c. 1800, two gold cups and other gold pieces. June 19th. Musical 
Instruments, Works of Art, Oriental Carpets, English and Continental 
Furniture, June 24th. Important Old Master Paintings and Draw- 
ings, the property of the late Duke of Westminster, including The 
Adoration of the Magi by Sir Peter Paul Rubens, The Sermon on 
the Mount, and the Worship of the Golden Calf by Claude Lorraine, 
A View of Emmerich by Jan Van Goyen, and A View of Dort by 
Aelbert Cuyp, A View of the Port of Genoa by Joseph Vernet ; also 
from other owners, including The Apostle St. James by El Greco, 
The Mourning of the Dead Christ by Lucas Cranach the Elder, The 
Resurrection by the Master of the Osservanza Altarpiece, Portrait of the 
painter Frans Post by Frans Hals, and works by Van Beyeren, Jan 
(Velvet) Brueghel, Berckheyde, Cuyp, Van Dyck, Van Goyen, Guardi, 
Van der Hagen, Ostade, Salomon van Ruysdael, and Siberechts. 





Fig. IV. A pair of green and lavender jade groups of Kuan Yin. 
Height 7% ins. 
Christie's, 29th June. 


June 25th. The Westminster Tiara, which includes two of the Arcot 
diamonds formerly in the possession of Queen Charlotte, the property 
of the late Duke of Westminster, also highly important jewels. 
June 26th. Works of Art, Fine Clocks, Oriental Carpets and Fine 
English Furniture, July Ist. Fine Impressionist and Modern Pic- 
tures, the property of the late Duke of Westminster, Walter P. 
Chrysler, Jnr., of New York, and other owners, including Szi/l Life 
with a Pheasant, Vollard as a Toreador, Portrait of Mista Sert, by 
Pierre-Auguste Renoir, Portrait of Madame Cezanne, A River Scene, 
and a Study of a cow in a stable by Paul Cezanne, Femme a la 
Mandoline, 1910, by Georges Braque, Le Retour du chasse a Albi, 
1883, by Henri de Toulouse-Lautrec, La Briqueterie a Eragny, 1888, 
and A Portrait of Paulemile Pissarro, by Camille Pissarro, Portrait of 
Beatrice Hastings, by Amedeo Modigliani, two drawings and a paint- 
ing by Van Gogh, and other examples by Boudin, Daubigny, Guys, 
Maillol, de Stael, Signac, and Vlaminck ; also sculpture by Rodin, 
and Dalou. July 2nd. Fine English and Continental Silver and 
Plate, the property of the late Duke of Westminster, including a 
Charles II tankard, a George II oval soup tureen and cover, 1743, 
a pair of George II quadrangular tea caddies by Eliza Godfrey, 1747, 
a pair of circular soup tureens, 1805, a set of twelve silver-gilt salt 
cellars, 1810-12, and four sets of sauce tureens by Paul Storr, 1812, 
and a series of meat dishes, second course dishes, etc., George II— 
Queen Victoria. July 3rd. Italian Majolica, Medieval and Renais- 
sance works of Art, Antique Carpets, XVIIIth century French sculp- 
ture, Tapestries, and important French Furniture, the property of the 
late Duke of Westminster, and other owners, including an extremely 
fine black lacquer commode and a pair of encoignures en suite, a 
Louis XVI marquetry bureau a cylindre, a superb secretaire signed 
Oeben, an important set of four Gobelins tapestries, woven with 
Loves of the Gods, French sculpture by Pajou, Clodion, Jean-Louis 
Lemoine, and Marin, and a very fine Louis XVI Savonnerie carpet. 





Fig. V. CAMILLE Pissarro. La Briqueterie 4 Eragny. 223 x 283 ins. 
Sotheby's, 1st July. 











Register of London Picture Dealers 


Gallery 


Specialities 





APPLEBY BROTHERS 
27 WILLIAM IV STREET, LONDON, W.C.2 


ALFRED BROD, LTD. 
36 SACKVILLE STREET, PICCADILLY, W. 


CRANE KALMAN GALLERY 
178 BROMPTON RD., S.W.3 KNI 7566 10-7 daily, Sat. 10-5 


DRIAN GALLERY 


Paintings of all Schools—Speciality, Large Pictures 


Fine Paintings by the XVIlth Century Dutch Masters 


Paintings and Sculpture by the XXth Century Masters ; 


Post Impressionists ; Younger Artists 


Modern Masters 


7 PORCHESTER PLACE, MARBLE ARCH, W.2 PADdington 9473 


DUITS LTD. 

6 DUKE STREET, ST. JAMES'S, S.W.1  WHtehall 7440 
FINE ART SOCIETY LIMITED 

148 NEW BOND STREET, W.| 
NORBERT FISCHMAN GALLERY 

26 OLD BOND STREET, LONDON, W.| 


FORES LTD. 
123 NEW BOND STREET, W.| 


FROST & REED, LTD. 
41 NEW BOND STREET, W.| 

GRABOWSKI GALLERY 

84 SLOANE AVENUE, CHELSEA, LONDON, S.W.3 
WILLIAM HALLSBOROUGH LTD. 

20 PICCADILLY ARCADE, S.W.| 
THE HANOVER GALLERY 

32a ST. GEORGE STREET, HANOVER SQUARE, W.| 


ARTHUR JEFFRESS (PICTURES) 
28 DAVIES STREET, W.! 


M. KNOEDLER & CO. LTD. 
34 ST. JAMES'S STREET, S.W.1.  TRAfalgar 1641-2 


Also at PARIS and NEW YORK 
PAUL LARSEN 
43 DUKE STREET, ST. JAMES'S, S.W.1 


THE LEFEVRE GALLERY 
30 BRUTON STREET, W.| 


LEGER GALLERIES 

13 OLD BOND STREET, W.| 
LEGGATT BROS. 

30 ST. JAMES'S STREET, S.W.| 


G. M. LOTINGA LTD. 
57 NEW BOND STREET, W. | 


JOHN MANNING 
8 BURY STREET, ST. JAMES'S, S.W.1 TRAfalgar 2606 


MARLBOROUGH FINE ART LTD. 
17-18 OLD BOND STREET, W.1 HYDe Park 6195 


NEW VISION CENTRE GALLERY 
4 SEYMOUR PLACE, MARBLE ARCH, W.| 


O'HANA GALLERY 
13 CARLOS PLACE, GROSVENOR SQUARE, W. | 


MAYfair 5319 
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Finest examples of XVilth Century 
Dutch Masters 


Paintings and Water-colours of the XIXth and XXth centuries 


Specialists in Early English Water-colours 
Old Masters 


Old and Modern 
Sporting Paintings, Drawings and Prints 


Paintings by Old and Modern Masters 
Old Engravings and Modern Colour Prints 


Exhibitions of Paintings and Water-colours 
by Contemporary Artists 


Old Masters 


Paintings and Sculpture by European Masters 
of the XXth Century 


XIXth and XXth Century Paintings of Fantasy 


and Sentiment 


Important Old Master and Modern Paintings 
and Drawings 


Fine Paintings by Old Masters of all Schools 


XIXth and XXth Century French Paintings 


Old Masters of the English and Continental Schools, XIVth to 
XIXth Centuries, and Early English Water-colours 


English Paintings of the XVIIlth and XIXth Centuries 


XIXth and XXth Century French Paintings 


Old and Modern Drawings of 
the English and Continental Schools 


Finest Old Masters 
French Impressionists and Contemporary Artists 


Contemporary Paintings and Sculptures 


Important French Paintings of the 19th and 
20th Centuries. Till September 
(Continued on page 224) 








Register of London Picture Dealers — continued 


Gallery 


Specialities 





OLD MASTERS GALLERIES (WENGRAF) LTD. 


21 DAVIES STREET, W.| 


THE PARKER GALLERY 
2 ALBEMARLE STREET, W.| 


THE PULITZER GALLERY 
5 KENSINGTON HIGH STREET, W.8 


REDFERN GALLERY 
20 CORK STREET, BURLINGTON GARDENS, W. | 


ROLAND, BROWSE & DELBANCO 
19 CORK STREET, W.| 


EDWARD SPEELMAN LTD. 


WEStern 2647 


EMPIRE HOUSE, 175 PICCADILLY, W.1 HYDe Park 0657 


ARTHUR TOOTH & SONS 
31 BRUTON STREET, W. 


JOHN WHIBLEY GALLERY 
60 GEORGE ST., BAKER STREET, W. | 


WILDENSTEIN & CO., LTD. 
147 NEW BOND STREET, W.| 


WOODSTOCK GALLERY 
16 WOODSTOCK STREET, W.| 


Welbeck 5651 


MAY fair 4419 


Early Italian, Flemish and Spanish Schools 


Marine, Military, Sporting and Topographical Paintings and 


Prints; Old Maps, Ship Models, Weapons and Curios 


Exhibition of Paintings and Watercolours by 
English and Continental Masters 


Contemporary English and French Paintings 


French Paintings & Drawings of the XIXth & XXth Centuries 


Old Masters and Contemporary Art 


Old Master Paintings 


Old and Modern Pictures of International Value for 
Private Collectors and Public Galleries 


Modern Paintings and Sculptures 


Paintings, Drawings, Sculpture 
by the Finest Masters 


Contemporary Sculptures and Paintings 





Les Gulesios de 


Peinture a Paris 





BERGGRUEN & CIE 
70 RUE DE L'UNIVERSITE, 7°. 


BERRI LARDY & CIE 
4, RUE DES BEAUX-ARTS, PARIS 6° 


GALERIE DENISE RENE 
124 RUE DE LA BOETIE, 8° 


PAUL FACCHETTI 
17 RUE DE LILLE, 7°. 


GALERIE FRICKER 
177 BOULEVARD HAUSSMANN, 8°. 


GALERIE KLEBER 
24 AVENUE KLEBER, PARIS 7°. 


GALERIE JEANNE BUCHER 
9ter BD. DU MONTPARNASSE, PARIS 6° 


GALERIE LARA VINCY 
47 RUE DE SEINE, 6° 


PASCALE 
20 RUE JACOB, 6°. 


GALERIE ST-PLACIDE 
41, RUE ST-PLACIDE, 6°. 


GALERIE VENDOME 
12 RUE DE LA PAIX 


BAB 02.12 


ODE 52-19 


ELY 20-57 


SEG 6432 


DAN 72.51 


ODEON 68.79 


OPE 84-77 


KLEE, PICASSO, MIRO, CHAGALL 


MARCOUSSIS - VUILLARD - CHARCHOUNE - MOULY 
HILAIRE - LALOE - F. BRET - ARDITI - CARLETTI 


ARP, DRAWINGS 1912—1959. 
RELIEFS, SCULPTURES, TAPESTRIES 


CONTEMPORARY PAINTINGS AND SCULPTURES 


FORQUIN, GLEIZES, GROMAIRE, HERBIN, JAWLENSKY, 
LERSY, A. MARCHAND, METZINGER, etc. 


DEGOTTEX, FERRON, FRANCIS, JAFFE, HANTAI, 
LOUBCHANSKY, MITCHELL, REIGL, RIOPELLE 


BISSIERE - VIEIRA DA SILVA - TOBEY - STAEL 
BERTHOLLE - REICHEL - PAGAVA - NALLARD 
MOSER - CHELIMSKY - AGUAYO 


ALLIO - CLOUGH - KITO - MUNFORD - RAZA 
WOSTAN 


HALPERN, JEAN-MARIE, QUENEAU 


PRESSMANE, J. J. MORVAN, SIMON-AUGUSTE, 
CATHELIN, J. M. GOBIN, FORGAS, etc. 


CHARMY, MORERE, NEILLOT, PALUE, JEAN PUY, ROCHE, THIOUT 


and 
PIERRE DUMONT, MATHIEU VERDILHAN, VALTAT 
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By Appointment 
to Her Majesty 
Queen Elizabeth 11 
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LTD 
93 MOSTYN STREET, LLANDUDNO and at 138 REGENT STREET, LONDON, W.1 





By Appointment 
to Her Late Majesty 
Queen Mary 








Charles II. 
A rare Tankard and Cover by John Thompson, 
York, 1671. 


Exhibiting at the Antique Dealers’ Fair, Stand No. 29 


DEALERS IN FINE ANTIQUE SILVER, JEWELS AND OBJETS D’ART 


Member of the British Antique Dealers’ Association Ltd. 








MARLBOROUGH 


EUROPE’S LARGEST SELECTION OF FINE PAINTINGS 





PABLO PICASSO (b. i881) Still Life with Birdcage, 1947 
Oil on canvas, 238 x 283 inches (60 x 73 cm.) 


92 Important Works by 
XIX and XX Century 
EUROPEAN MASTERS 


NEW SCULPTURES BY HENRY MOORE 


JUNE — JULY Fully illustrated catalogue 10/-, U.S. $2.00 (incl. postage) 


Marlborough Fine Art Ltd. : 17-18 Old Bond Street, London WI : Cables: Bondarto : Tel. Hydepark 6195-6 








